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Fig. 1
Alphonse Legros, L’Ex-voto, 1861, oil on canvas, 174 x 197 cm,

Musée des Beaux Arts de Dijon.
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Fig. 2
Carolus-Duran (Charles Durand), La Dame au Gant (Portrait de Mme ***), 1868,
oil on canvas, 228 x 164 cm,

Musée D’Orsay, Paris.
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186 ART OF DECORATIVE DESIGN.

always objectionable, and a natural and easy beginning
is that which we like, so in ornament that which is
easy is agreeable.

17. A simple braiding of the stalks is in some cases
very acceptable, as in Plate XXV, figs. 1,2, 3; or a
mere ornamental treatment of the end of the branch
(the heel), Plate XXVI., fig. 4, such as it seems to
suggest, Plate XXVI., figs. 5 to 17; or the growing
out of the ornament from a line which forms part
of the basework of the composition, as in Plate
XXIIL, fig. 1. The starting with the abrupt end
of the stalk is in some cases not offensive, as in
Plate II., fig. 7, and the springing the chief lines

Fie. 155. Fia. 156,
Fia. 157.

from little simple forms, such as figs. 155, 156, 157,
and 158, isin some cases desirable; butif any principle

P00,

Christopher Dresser and the students of the Female School of Art,
The Art of Decorative Design, 1862,
National Art Library, London.
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Fig. 4
Alphonse Legros, Chanteurs espagnoles 1865, etching,
plate: 27 x 36.8 cm, sheet: 35.6 x 47 cm,
Detroit Institute of Arts.
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Fig.5
Alphonse Legros, Le Lutrin, 1865, oil on canvas, 101.5 x 106 cm,

Musée D’Orsay, Paris.
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Fig. 6
Alphonse Legros, La vocation de St Francois, 1861, oil on canvas, 140 x 190 cm,

Musée des Beaux-Arts et de la Dentelle, Alencon.
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Fig. 7
Edouard Hamman, La Messe d'Adrien Willaert, 1854, oil on canvas, 145 x 207.5 cm,
Musées royaux des Beaux-Arts de Belgique, Bruxelles.
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Fig. 8
Alphonse Legros, The Communion, 1865, oil on canvas, 86.3 x 73 cm,

William Morris Museum, Walthamstow.
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Fig. 9
Albert Moore, Study of an Ash-Trunk, 1858, watercolour and gouche

with gum-arabic, 30.4 x 22.8 cm,
Ashmolean Museum, Oxford.

383



Fig. 10
Albert Moore, Elijah’s Sacrifice, 1863, oil on canvas, 99 x 175.1 cm,

Bury City Art Gallery.
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Fig. 11
Alphonse Legros, The Tinker, 1874, oil on canvas, 115 x 132 cm,

Victoria & Albert Museum, London.
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Fig. 12
Albert Moore, The Marble Seat, oil on canvas, 73.6 x 47 cm, whereabouts unknown,

(reproduced from Baldry, Albert Moore)
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Fig. 13
Albert Moore, The Four Seasons, 1864, tempera on plaster panel, whereabouts

unknown (reproduced from Baldry, Albert Moore).
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Fig. 14
Albert Moore, Dancing Girl Resting, 1863-64, oil on canvas, 57.1 x 40.6 cm,

private collection.
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15

Fig.
Albert Moore, Pomegranates, 1864-65, oil on canvas, 25.4 x 35.5 cm

7

Guildhall Art Gallery, London.
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Fig. 16
Albert Moore, Pomegranates, frame.
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Fig. 17
William Nesfield, The Dairy at Croxteth Hall, Liverpool, 1864-65.
Photograph © Crown copyright. NMR Reference Number: BB93/27867.
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Fig. 18
John Pollard Seddon, King René's Honeymoon cabinet, 1861, oak, hardwood inlays, cast

and chased brass and painted panels, 133.4 x 252 x 87 cm,
Victoria & Albert Museum, London.
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Fig. 19
Dante Gabriel Rossetti, Music, from King René's Honeymoon cabinet, oil(?) on oak panel.
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Fig. 20
Albert Moore, Pomegranates, detail.
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180 Viertes Hauptstiick.

Drehungen bewerkstelligen, die miteinander oder gegeneinander
laufen u. s. w,” So bietet diese einfache Technik fiir stilistische
Betrachtungen, die das Niitzliche im Schonen sehen, den reichsten
Stoff, deren Bearbeitung einem kunstphil hi ntier
vorbehalten bleibt. Auch von diesem Prozesse besitzen wir Illu-
strationen, die iilter sind, als unsere papierne Geschichte. !

chen P

§. 50.
Der Knoten.

Der Knoten ist vxellelcht das ilteste technische Symbol u.ud
wie ich zeigte; der Ausdruck fiir die frithesten, kc )
Ideen die bei den Vilkern aufkeimten.

‘Der Knoten dient zuerst als Verkniipfungsmittel zweier Faden-
enden und seine Festigkeit begriindet sich hauptsiichlich auf den
Widerstand der Reibﬁng. Das System, welches durch Seiten-

druck die Reibung am meisten befordert, wenn die beiden Fiden
in entgegengesetzten Richtungen nach ihrer Linge gezogen wer-
den, ist das festeste.

Andere Verhiiltnisse treten ein, wenn auf
die Fiden nicht in dem
Sinne ihrer Liinge, son-
E dern vertikal auf deren
Ausdehnung - eingewirkt
= wird, obgleich auch hier

* die nach der Liéingenrich-
> tung der Fiden gehende
= Resultante der Spannung
B am meisten in Betracht
kommt. Der Weberkno-
ten ist unter allen der
festeste und niitzlichste,
vielleicht auch der ilteste
oder doch derjenige, der
in den technischen Kiin-
sten am friihsten figu-
: rirte.  Die Seiler und
Schiffer kennen eine Menge von Knotensystemen, iiber welche
ich leider nur als Laie sprechen kionnte. Manches auch fiir unsere

! 8. Wilkinson’s oft citirtes Werk iiber Aegypten. Vol. IIL S. 144.

Fig. 21

Viertes Hanptstiick.

186

freier Hand fithrt das Motiv aus.
sind durchweg freie Handarbeit.
Alle ‘diese Sorten sind unter sich. chara.ktenstlsch verschleden,
aber gemeinsam leicht von Kloppelwerk dadurch zu unterschei-
den, dass sie alle ans Variationen der beiden Stiche bestehen,
die auf den unterstehenden Figuren.1 und 2 dargestellt sind..

Alle ~andern genannten Spitzen

2) Bobmet Klssen oder Kloppelarbext lst eine Er-
findung der neuern Zeit. Man nennt Barbara Uttmann aus
Sachsen als die Erfinderin und gxbt das Jahr 1560 als das Jahr
der Erfindung an.

Man unterscheidet spamsche, gegriindete spanische, sichsisch-
briisseler, flimisch-brii heler ; val ner, holldndi-
sche, Lllle-Spltzen Dann noch Chantilly-, Honiton- und- Buckmg—
hamshire-Spitzen, zuletzt Blonden.

Der Process des Spitzenkloppelns besteht aus einer Art von
gemischter Weberei, Zwirnerei und Flechtung. * Das Dessin. der
meisten Sorten wird durch ein' Zusammengreifen der Fiden her-
vorgebracht, wie es beim Weben der Leinwand in Anwendung
kommt; (Fig.3) — der Grund dagegen wird durch Flechtung der
Fiden erzeugt, oder bei anderen Sorten durch einfaches Zwirnen.
(Slehe Figuren 4 und 5.)

Fig. 4.

Fig. 5. Fig. 6.

Ausserdem kommen noch Variationen zwischen diesen Pro-
ceduren vor, die aber im Wesentlichen das Charakteristische der
gekloppelten Spitzen bilden.

Gottfried Semper, lllustrations of knotting techniques, Der Stil in den technischen
und tektonischen Kiinsten oder praktische Asthetik; ein Handbuch fiir Techniker, Kiinstler
und Kunstfreunde, Vol |, pp.180, 186, Munich, 1860,

University of Heidelberg.
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Textile Kunst. Processe. Geflecht. 189

wie diess die: Weberei bedingt, sondern dass auch diagonale und
nach allen Richtungen laufende Fiiden in die Textur eingefloch-
ten.werden konnen. Dieser Vorzug soll in dem Geflechte
auf allee Weise -behauptet, scheinbar gemacht; zum
Charakteristicum erhoben werden.

Die Kunst des Bereitens der Decken aus Rohrgeflechten ist

uralt und ‘hat seit den Zeiten des alten Reiches der Pharaonen -

‘keine ‘wesentlichen technischen Fort-
- schritte gemacht; in der isthetischen
Auffassung: des: Motives waren dage-
gen die damaligen Aegypter, sind noch
jetzt .die Irokesen Nordamerikas und
manche andere- Wilde und Halbwilde

~ Acgyptisches Gefleht.
unbefangener,. gliicklicher und sinnreicher als wir heutigen Euro-
piler mit unserer bewunderten mechanischen: Allmacht.

Das Mattengefleeht bringt geometrische Muster von reichster
Abwechslung hervor; vorziiglich"wenn die Elemente durch Farben-
wechsel und in der Breitenausdehnung variiren. Es war immer
ein sehr fruchtbares Motiv der Flichendekoration schon bei den
Aegyptern und. Assyriern, deren glasirte Ziegelwiinde oft nach
dem Vorbilde der Mattengeflechte gemustert waren, zumal zur
Zeit der spiitern Dynastieen des assyrischen Reichs (Khorsabad,
Kuyundshik.) Wohl aus uralter Ueberlieferung wird dasselbe
in dem asiatisirenden byzantinischen Baustil und in den ver-
schiedenen Verzweigungen des arabischen Baustils bis zum
Uchermass beniitzt. Die hochste Ausbildung erhielt es‘in Spanien

Textile Kunst. Hellas. Kleinasien, 429

Der Hauptsitz dieses kyklopischen Stiles scheint Karien ge-
wesen zu-sein; woselbst bei Kalynda die vielleicht iltesten Ueber-
reste dieser Art gefunden werden. . Regelmiissiger sind die Poly-
gonmauern bei’ Jassos an der Kiiste von Karien, und einige an-
dere in ‘dem benachbarten Lykien. ~Andere Polygonwerke in
Verbindung mit Felsenskulpturen der merkwiirdigsten Art, die
von .den Erbauern der ersteren herriithren mochten, vielleicht die
Reste des alten Pterium oder die von Tavia, an der Grenze von
Armenien, tragen verzierte Theile, z. B. Thiirpfosten, mit: Adlern,
deren Haupter menschlich, deren Fiisse die eines Lowen sind, und
sonstige sehr an Innerasien erinnernde Details.

Grab des Midas.

Einen schlagenden Gegensatz zu jenen zuerst. erwiihnten lydi-
schen Konigsgribern bilden sodann die Griber der phrygischen
Herrscher in * der* Gegend von Nikoleia, die. gleichsam kolos-
sale in Fels gchauene Teppichwinde sind. = Offenbar waren sie
einstmals stuckirt und reich mit Farben und Vergoldung ausge-

Fig. 22
Gottfried Semper, Der Stil in den technischen und tektonischen Kiinsten oder praktische
Asthetik, Vol. |, pp.189, 429, Munich, 1860
University of Heidelberg.
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4 Fiinftes Hauptstiick.

die situla, der alten Aegypter; das zweite ist die hellenische
Hydria. — Beide haben denselben zwecklichen Ursprung, sie sind
beide bestimmt Wasser aufzufangen; aber das erste ist Schopf-

Srtula.

Hydria.

gefiss, um das Wasser aus dem Nile heraufzuziehen, und daher
charakteristisch fiir Aegypten, die Gabe des Nils, das keine dem
Felsen entrieselnde Wasserquellen hat. Zwei solcher Eimer wur-
den von den dgyptischen Wassertriigern an einem Joche getragen,
so dass einer vorn, der andere hinten hing; — der schwerste
Theil ist zu unterst, oben verengt sich das Gefiss, um das Aus-
schiitten zu verhﬁten. Es ist geformt wie ein Wassertropfen,
auch erinnert es im Ganzen und in der Ornamentation an den
urspriinglichen Lederschlauch, der in der dltesten Kulturperiode
Aegyptens das iibliche Schopfgefiss war, und diess unter den
Tiirken heutzutage wieder geworden ist.
Hieroglyphenstreifen unterhalb des Wulstes, der den Rand des
Gefiisses bildet, — diese sind motivirt durch die Erinnerung an
die Falten des Lederschlauchs, der Pera nach lateinischem Aus-
drucke, der auch fiir dergleichen metallene oder irdene Schliuche
galt, die durch die Einziehung der Miindung entstehen mussten.

Wir fiihlen lebhaft die volle Zweckangemessenheit dieser
Form, welche der entschiedene Gegensatsz jener griechischen
Hydria ist, deren Bestimmung darin besteht das Wasser nicht
zu schiopfen, sondern es, wie es vom Brunnen fliesst, aufzufangen.

Fig. 23

Man bemerke jene

Keramik. Binleitung. 5

Daher die Trichterform des Halses und die Kesselform des Rum-
pfes, dessen Schwerkraftsmittelpunkt hier der Miindung moglichst
nahe gelegt ist; denn die hetruskischen und griechischen Frauen
trugen ihre Hydrien auf ihren, Hiuptern, — aufrecht wenn' voll,
horizontal wenn leer, wie nebenstehendes Bild, das sich auf der
namlichen hier dargestellten Hydria befindet, zeigt. — Wer den

, w\m\umum““ i
=2 (o

1

£

Tragen der Hydria.

Versuch macht einen Stock auf seiner Fingerspitze zu balan-
ciren, wird diess Kunststiick leichter finden wenn er das schwerste
Ende des Stocks zu oberst nimmt: diess Experiment erklirt die
Grundform der hellenischen Hydria, die ihre Vervollstindigung
erhiilt durch zwei horizontale Henkel, im Niveau des Schwerpunktes,
zum Heben des vollen, und eines dritten vertikalen, zum Tragen
und ‘Aufhéingen des leeren Gefisses, vielleicht auch als Hand-
habe fiir eine zweite Person, welche der Wassertriigerin beisteht
das volle Gefiiss auf den Kopf zu heben.

Wie bedeutsam tritt das schwebende geistige und klare Wesen
der quellverehrenden Hellenen schon aus dieser untergeordneten
Kunstgestaltung symbolisch heraus, gegeniiber der Situla, bei wel-
cher das physische Gesetz der Schwere und des Gleichgewichts
einen ganz entgegengesetzten, aber dem Geiste des. igyptischen
Volks nicht minder entsprechenden, Ausdruck fand!

Diese bedeutungsvollen Formen wurden als solche erkannt,
und in Folge dessen zu religivsen und nationalen Emblemen er-
hoben; — sowie daher der Nileimer ' das heiligste Gefiss der
Aegypter war, eben so wurden dic panatheniischen Pompen von
einem Zuge Hydrien tragender Jungfrauen ertffnet.

Gottfried Semper, Der Stil in den technischen und tektonischen Kiinsten oder praktische
Asthetik,Vol. Il, pp.4-5, Munich, 1863
University of Heidelberg.
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Fig. 24
Gottfried Semper, Plan of an Ideal Museum of Decorative Art, in Practical Art in Metals

and Hard Materials, 1852, manuscript,
MAK — Austrian Museum of Applied Arts/Contemporary Art, Vienna.
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Fig. 25

William Eden Nesfield, Plate N* 8, Specimens of Mediaeval Architecture: chiefly selected
from examples of the 12th and 13th centuries in France & Italy and drawn by W. Eden

Nesfield, 1862,
National Art Library, London.
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Fig. 26
Augustus Welby Northmore Pugin, The Chest, 1832, folio, ink on paper, binding 23.2 x
18.5 cm, paper 21.8 x 17.5cm
Victoria & Albert Museum, London.
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Fig. 27
Albert Moore, Pomegranates, detail, and Augustus Welby Northmore Pugin, The True

Principles of Pointed or Christian Architecture, 1841, 26 x 21 cm,
authors collection.
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186 The Bed-room.

A room intended for repose ought to contain nothing
which can fatigue the eye by complexity. How many an
unfortunate invalid has lain helpless on his bed, condemned
to puzzle out the pattern of the hangings over his head, or
stare at a wall which he feels instinctively obliged to map
out into grass plots, gravel paths, and summer houses,

like an involuntary landscape gardener? Time was when
a huge ¢ four-poster* was considered indispensable to every
sleeping apartment, and night-capped gentlemen drew
around their drowsy heads ponderous curtains, which bade
fair to stifle them before the morning. Let us fancy the
gloom, the unwholesomeness, the absurdity of such a

Library Book Case,

executed from a Design by Charles L. Eastlake.

Fig. 28

Charles Locke Eastlake, Hints on Household Taste, p.186 and Plate XXV, facing p.116,

British Library.

1868,
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82 ART OF DECORATIVE DESIGN.

such is also the arrangement of the branch.®* And
flowers are but stunted branches with leaves, there-
fore whatever is the arrangement of branches and
leaves, such is also the disposition of flowers and of
the floral parts (fig. 78).

Fi16. 73.

19. We now see that the varied parts of the plant
are subject to an orderly principle of development;
indeed, it is manifest that all the parts are thus pro-
truded in fixed stations, for the only two typical
organs of the plant are the leaf and stem, and these
in their modifications give rise to all the members of
the vegetable structure. The stem portion divides
into the branches and flower-stalks, and is continued
downwards as the 700, and the leaf type appears as
the scales or winter clothing of the leaf bud, the sepal,
petal, stamen, and carpel of the flower, in other words,
as all the floral members save the flower-stalk, and as
the fruit. 'Wehave here not only a manifestation of the
truth that a principle of order prevails in the develop-
ment of plants, but also a revelation of the fact that
plants are founded upon a geometric basis. The top

* It frequently happens that birds cat buds, and thus prevent a
y PSR tior the beknchi

Christopher Dresser, The Art of Decorative Design, p.82 and Plate V, 1862,
National Art Library, London.

Fig. 29

403




78 ART OF DECORATIVE DESIGN.

leaves, and by the leaves in the spiral series being
removed from each other by one-third of the circum-
ference of the stem, or 120°.

14. In the next advance we encounter an arrange-
ment in which the leaves are in five rows (fig. 67), but
this d ds special consideration, owing to the nature
of the plan here manifested. The consecutive leaves
in the spiral series are here two-fifths of the circum-
ference of the stem apart, or 144°. This being the
case, the spiral thread passes fwice round the stem
before reaching a leaf situated over the first, while
in the instances before given a leaf so situated was
arrived at by making one circuit round the stem.
This disposition of the leaves is of very common
occurrence, being met with in the rose, apple, pear,
cherry, plum, black-currant, American-currant, poplar,
and oak (figs. 68, 69).

15. In the next arrangement the leaves are in

-

ORDER. 79

eight rows, the consecutive leaves in the spiral series
are three-eighths of the circumference of the stem
apart, and the spiral thread has to pass three times
round the stem before encountering a leaf situated
over that with which we start. This arrangement
occurs in the holly, plantain, and aconite.

16. In the houscleek (fig. 70), minor convolvulus,
and wormwood, we find the leaves disposed in

Fra. 70.

LY o
S8

thirteen rows, the consecutive leaves removed from
one another by five-thirteenths of the circumference
of the circle, or 138° 24/, and that it is necessary to
follow the spiral thread five times round the stem
before we encounter a leaf situated over the one with
which we start. These are the common modes of
leaf-arrangement, yet they are not all the forms of
disposition known, for a few other spiral series are

Christopher Dresser, The Art of Decorative Design, pp.78-79, 1862
National Art Library, London.




Fig. 31
Albert Moore, Design for the kitchen frieze at Coombe Abbey, 1863, destroyed,

(reproduced from Baldry, Albert Moore).
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Fig. 32
L to R: Ottoman ’Isnik’ jug, c.1600, with blue pomegranate motif. Turkish cotton

Embroidery, 17 century. Venetian ‘pomegranate pattern’ silk velvet with gold thread.
¢.1480. North Italian Brocatelle woven silk, c.1700.
Victoria & Albert Museum, London.
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Fig. 33
L to R: William Morris and Jane Morris, Pomegranate Tree embroidery, c.1860.

William Morris for Morris, Marshall, Faulkner and Co, Pomegranate wallpaper (later
called Fruits) 1865-66.
Victoria & Albert Museum, London.
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Fig. 34
Jean-Léon Gérome, Ave, César imperator, Morituri te_salutant, 1859, oil on canvas,
93.1 x145.4cm,
Yale University Art Gallery.
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Fig. 35
Alphonse Legros, L’Angélus, 1859, oil on canvas, 64.5 x 80.9 cm,

private collection.
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Fig. 36
Henri Fantin-Latour, Les Deux Sceurs,1859, oil on canvas, 98.4 x 130 cm,

St. Louis Art Museum.
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Fig. 37
Henri Fantin-Latour, Self-Portrait, 1859, oil on canvas, 101 x 83 cm,

Musée de Grenoble.
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Fig. 38
James McNeill Whistler, At the Piano (Piano Picture), 1859, oil on canvas, 67 x 91 cm,
The Taft Museum, Cincinnati.
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Fig. 39
James McNeill Whistler, La Mére Gérard, 1858-59, oil on canvas, 30.5 x 2.5 cm,
private collection.
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© The Fitzwilliam Museum, Cambridge. UK

Fig. 40
James McNeill Whistler, La Marchand de Moutarde, 1858, and Portrait de femme, now
usually known as Fumette, 1858,
Fitzwilliam Museum, Cambridge.
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Fig. 41
Edouard Manet, Beuveur d’absinthe, 1859, oil on canvas, 180 105 cm,

Ny Carlsberg Glyptoteak, Copenhagen.

415



Fig. 42
Hugo Van de Goes, The Monforte Altarpiece, c.1470, oil on panel, 147 x 242 cm,

Gemaldegallerie, Berlin.
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Fig. 43
Henry Monnier, La Femme de Menage, in Les Frangais peints par eux-mémes,
Encyclopédie Morale Du XIX® Siécle, Vol |, facing p.527, 1842,
British Library.
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Fig. 44
Gavarni, Plates from Le Diable a Paris, 1845-46: L. facing p.218, Vol. I, and R. facing
p.310, Vol. Il
British Library.
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Fig. 45
L to R: La Halle, facing p.269 in Les Frangais peints par eux-mémes, Vol. IV, 1842.

La Portiere, p.33 in Les Francais peints par eux-mémes, Vol Ill, 1841,
British Library.
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Fig. 46
Les Petits Metiers de Paris, Plate 17, Le Diable a Paris, Vol. 11, 1845.
British Library.
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Fig. 47
Alexandre David, Le Petit Lavater Francais, Ou L'art De Connaitre Les Hommes Par La

Physionomie ... Edition lllustrée De Quinze Portraits De Personnages Célébres, p.27.
1854,
British Library.
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Fig. 48
Nadar, Supérieure des Soeurs de I'Espérance, photographic print, 19 x 11 cm,
Bibliothéque nationale de France, département Estampes et photographie.
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Disder: & C'® Phot

Fig. 49
Disdéri et Cie, Cate de visite, c.1858,
Bibliothéque nationale de France, département Estampes et photographie.
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Fig. 50
Alphonse Legros, La procession du caveau St. Medard, 1859, etching, plate: 18.6 x 39.9

cm, Bibliotheque nationale de France, département Estampes et photographie.

424



Fig. 51
James McNeill Whistler, a) Arthur Haden, 1858, etching, and b) Annie Haden, etching,
1858
Freer Gallery of Art, Wahsington D.C.
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Fig. 52
Hugh Welch Diamond, An Inmate of the Surrey County Asylum, before 1858, collodion

process photographic print,

Royal Photographic Society, Bath.
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From a Photogaph by D*Damond

camwn on Steme by Y Haga Lrnted by Bnilrmor el AWaiton

Fig. 53
Religious Melancholy, Plate 1, p.15, The Medical Times and Gazette, 2" January, 1858,
Harvard University Library
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Fig. 54
Alphonse Legros, L’Angélus, detaii, and Plate 2, Suicidal Melancholy, Plate 2, p.64, The
Medical Times and Gazette, 16% January, 1858,
Harvard University Library
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Fig. 55
Henry Peach Robinson, Fading Away, 1858, collodion process print from multiple
negatives, 23.8 x 37.2 cm,
Royal Collection.
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Fig. 56
Top: Fading Away, p.9, lllustrated Times, 30" October 1858, (United Kingdom).
Bottom: Fading Away, p.9, Harper’s Weekly, 20" November 1858, (United States of
America).
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Fig. 57
Oscar Rejlander, The Two Ways of Life, 1858, composite photographic print from

collodion glass plates, 40.6 x 76.2 cm,
Victoria & Albert Museum, London.
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Fig. 58
Alphonse Legros, La Communion dans I'église Sainte-Medard, etching,
Plate: 36.2 x 26.8 cm,
Auckland Art Gallery.
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Fig. 59
Armand Gautier, Les Folles de La Salpétriéere, 1857, lithograph, 18.6 x 27.6 cm,
John Hay Whitney Medical Library, New Haven, Connecticut.
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Fig. 60
Armand Gautier, La Promenade des sceurs de charité, 1859, oil on canvas,
106 x 187 cm,
Palais des Beaux-Arts, Lille.
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Dides a cenx qui ontle cavur abbatu: Prmex courage. ne cratgnes point :
Le /':'mr, ctles oreiles des sour

Dicit vierdna lui méme . et vous sauvera.dlorsles yeur r aveugles
Zr serontouvertes. Io.c .35.v.4.005.

Fig. 61
Le tombeau de B. Francois de Pdris, diacre de I’Eglise de Paris Mort 1 May 1727, in
Louis-Basile Carré de Montgeron, La vérité des miracles de M. de Pdris démontrée contre
M. I'Archevéque de Sens, 1737,
Bibliotheque nationale de France.
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Fig. 62
Anne Augier, in Louis-Basile Carré de Montgeron, La vérité des miracles de M. de Pdris
démontrée contre M. I'Archevéque de Sens,
Bibliothéque nationale de France.
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Fig. 63
La Discipline patriotique ou le fanatisme corrigée : époque arrivée dans la semaine de la
passion 1791 par les dames de la halle. D'apres un relevée exacte, il s'est trouvé 621
fesses de fouettées; total 310 culs et demie, attendu que la tresoriere des Miramiones
n'avoit qu'une seule fesse, 1791, engraving and watercolour, 15 x 21.5 cm,
Bibliothéque nationale de France, département Estampes et photographie.

437



a8 s S e

A RO

i 5O 7

3499 P22036

Fig. 64
Une religieuse qu'on fouette, 1792, engraving, Plate: 14 x 10 cm,
Bibliothéque nationale de France, département Estampes et photographie.
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de Peck

UNE FOLLE A LA SALPETRII

Evénement malheureux arrivé a une jolie actrice dela Commédie-Francaisey

- dune folle qui s'est précipitée sur cette demoiselle pour la dévorer. --Détails
a assassin¢ et massacré un grand nombre de personnes, coupé la téte a un jeuy
enfans dans les rues de Paris.

la Salpétrvidre.~Fureur
@ cette femme féroce, qui
Jmordu et dévoré deux

(ot

IS ¢
e

17

\

=

Pendant tout Je procts de Soufflard et de ses
complices, les bancs de la cour d’assises ont vu

qu'ils ne purent pas toujoursrefaser, et ce fut ainsi | de donner des laissez-passer pour la maison des

cins, d'on
qu'une des plus jolies, des plus opalentes et des | folles — les grandes dames de cette ¢poque sans ;

de police, les huit elagn; d':nne maisonda Palais-

Fig. 65
Une Folle a la Salpétriere Evénement malheureux arrivé a une jolie actrice de la Comédie-
Francaise, en allant a la Salpétriere, 1815-1860, engraving, 45.5 x 34.2 cm,
Bibliothéque nationale de France, département Estampes et photographie.
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Fig. 66
Jan Steen, The Harpsichord Lesson, 1660-69, oil on oak panel, 37.4 x 48.4 cm,

Wallace Collection, London.
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Fig. 67
James McNeill Whistler, Harmony in Green and Rose: The Music Room, 1860-61, oil on
canvas, 96.3x71.7 cm,
Freer Gallery of Art, Washington D.C.
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Fig. 68
Diego Veldzquez, The Toilet of Venus (The Rokeby Venus), 1647-51, oil on canvas,
1220x 1770 cm,
National Gallery, London.
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Fig. 69
Top: James McNeill Whistler, Self-portrait, Little Arthur, Annie with Books,
Bottom: Seymour Seated, Seymour Standing and Annie, etchings,
February — April 1858,
Fitzwilliam Museum, Cambridge.
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Fig. 70
Top: James McNeill Whistler, La Mére Gérard, Fumette, La Rétameuse, La Marchande de
Moutarde
Bottom: The Kitchen, The Unsafe Tenement and La Vieille aux Loques ,etchings,
August-October, 1858,
Fitzwilliam Museum, Cambridge.
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Fig. 71
Frangois Bonvin, Paysanne tricotant, 1855, oil on canvas, 34 x 24 cm,

whereabouts unknown.
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Fig. 72
Rembrandt van Rijn, Clememt de Jonghe, 1651, etching, 21x 17 cm,

British Museum, London.
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Fig. 73
Top: James McNeill Whistler, Trees in a Park, The Wine Glass, The Music Room,
Bottom: A Lady Reading and Annie, Seated, 1858-59, etchings,
British Museum, London.
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Fig. 74
Francis Seymour Haden, Dasha and A Lady Reading (Deborah Haden) 1858-59, etching,
13x10cm,
British Museum, London.
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Fig. 75
Francis Seymour Haden and James McNeill Whistler, Trees in a Park, 1858-59, etching,
20x12.4 cm,
whereabouts unknown.
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Fig. 76
Francis Seymour Haden A Lady Reading, 1858-59, proof etching,
Albright-Knox Art Gallery, Buffalo, New York.
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THE COMET.

Master Tom, “T saY, GRAN'MA, THIS IS A BAD JOB ABOUT THE COMET 15 :
Graw'ma. “GooD GRACIOUS! WHAT’S THE MATTER?” bi
Master Tom, “Wry, HERE’S A LETTER IN THE PArEr savs:— The particles of the tail, |01
if thrown out from the head, having only, as before, the same rate of orbital motion as the | b,
e A S R SRR hits ta dasaviha. tha further thev are removed from the [m

GREAT CHESS MATCH (UPON THE MORPHY SYSTEM
THEIR DAUGHTER BLANCHE, AND HER I

) BETWEEN MR. AND MRS. CASTLETOP AGAINST
NTENDED, YOUNG CHARLEY ROOKTON,

Fig. 77
John Leech, THE COMET and GREAT CHESS MATCH (UPON THE MORPHY SYSTEM),
Punch, 16" October 1858,
authors collection.
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146 PUNCU, OR THE LONDON CHARIVARI. [OcrosEr 9, 1858,

CRINOLINE AGAIN!
Charles. “ Coxrounp THE Hoops, JUST WHEN I WANT TO MAKE MY NEAT SPEECH ABOUT BEING ‘NEARER AND DEARER’ 100!”

Fig. 78
John Leech, CRINOLINE AGAIN!, Punch, 9™ October 1858,
author’s collection.
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[DeceusEr 25, 1808,

PUNCH, OR THE LONDON CHARIVARI

256
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~47

AN INTERESTING QUESTION.

ung Swell (who has just received promise of @ Commission in & Highland Regiment), “ Now, Giris! wirt tie Kivr suir my CArves?P?”

Yo

YOU ARE TOO ABSURD!”,

Sisters (tittering). “ REALLY, DEAR,

Fig. 79
John Leech, AN INTERESTING QUESTION, Punch, 25" December, 1858,

author’s collection.
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Master Jack. “ MaMMA DEAR! Now 18Nt murs catiep Krssmas Tium,
EvyprBopy Kisses EVYERBODY UNDER THE MISTLETOR! ADA SAYS, I

Fig. 80
John Leech, JUVENILE ETYMOLOGY, Punch, 9thJanuary 1859,
author’s collection.
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SNAVDLAGON —DRAWN LY C. KEEXE—SEE IAGE 0i2,

Fig. 81
Charles Keene, SNAPDRAGON, The Illustrated London News, 25"December 1858,
Gale Cengage
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PUNCH, OR THE LONDON CHARIVARL—Jasuawy 15, 1850,

Fig. 82
REFORM SNAP-DRAGON, Punch, 15" January 1859,
author’s collection.

456



Fig. 83
STEELE AND HIS CHILDREN, The Illustrated London News, 15thJanuary 1859,
Gale Cengage
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Fig. 84
IN-DOOR MUSIC, p.19 in The Illlustrated London News, 22thJanuary 1859,
Gale Cengage.
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Fig. 85

Top: Alexis Gaudin, untitled coloured stereoscopic card (after The Order of Release by
John Everett.Millais). 1855-57,

Bottom: James Robinson, Chatterton, coloured stereoscopic card (after Chatterton by
Henry Wallis), 1859,
Brian May Collection.
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Fig. 86
Robert Braithewaite Martineau, The Last Day in the Old Home, 1862, oil on canvas, 117 x
144 cm,
Tate Britain, London.
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Fig. 87
One Week After the Derby, The Last Look and Sold Up, coloured stereoscopic cards, May
1859,
Brian May Collection.
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Fig. 88

Francis Seymour Haden, La Belle Anglaise, 1864, etching, Plate: 21 x 14 cm,
British Museum, London.
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Fig. 89
Lady Clementina Hawarden, photograph, 457:394-1968, collodion print,

Victoria & Albert Museum, London.
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Fig. 90
Clockwise from top left: Francis Seymour Haden, The Assignation, 1865, etching, 21 x 13

cm, British Museum, Lady Clementina Hawarden, Isabella Grace and Clementina Maud,
5 Princes Gardens, 300-1947, 1862, photograph 457:31-1968, 1858, photograph
457:163-1968, 1864, collodion prints,
Victoria & Albert Museum, London..
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Fig. 91
Lady Clementina Hawarden, Elphinstone Agnes Maud barefoot, 457:311-1968, 1859-61
collodion print,

Victoria & Albert Museum, London.
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Fig. 92
Lady Clementina Hawarden, photograph 457:499-1968, c.1861-2
collodion stereoscopic print,

Victoria & Albert Museum, London.
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Fig. 93
Lady Clementina Hawarden, Isabella Grace in a Spotted Dress 457:444-1968, c.1858
collodion stereoscopic print,

Victoria & Albert Museum, London.
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Fig. 94
Ferdinand Joubert, The Playground, after Webster, 1858, coloured engraving,

Image: 46 x 92 cm,
private collection.
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Fig. 95
James McNeill Whistler, The White Girl, 1862, oil on canvas, 213 x 107.9 cm,
National Gallery of Art, Washington D.C.

469



Fig. 96
Alphonse Legros, Portrait de E.M., 1862-3, oil on canvas, 62 x 50 cm,

Petit Palais, Paris.
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Fig. 97
Henri Fantin-Latour, La Liseuse (Marie Fantin-Latour), 1863, oil on canvas, 100 x 80 cm,

Tournai, Musée des Beaux-Arts.
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Fig. 98
Henri Fantin-Latour, La Féerie, 1863, oil on canvas, 98.5 x 131.5 cm,

Musée des Beaux-Arts, Montreal.
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Fig. 99
Edouard Manet, Le Déjeuner sur I'herbe, 1863, oil on canvas, 208 x 264.5 cm,

Musée d'Orsay, Paris.
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Fig. 100
Edouard Manet, Jeune homme en costume de majo, 1863, oil on canvas,
188 x 125 cm,
Metropolitan Museum of Art, New York.
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Fig. 101
Edouard Manet, Mademoiselle V. en costume d’Espada, 1862, oil on canvas,
165.1 x 127.6 cm,
Metropolitan Museum of Art, New York.
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Fig. 102
L: Edouard Manet, Philippe IV d’aprés Velasquez, 1862, etching, 31.5 x 19.8 cm,
R: Edouard Manet, Lola de Valence, 1862, etching and aquatint, 26.4 x 18.1 cm,
Metropolitan Museum of Art, New York.
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Fig. 103

Edouard Manet, Les petits cavaliers d’aprés Velasquez, 1862, etching, 24.9 x 39.1 cm,
Metropolitan Museum of Art, New York.
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Fig. 104
James McNeill Whistler, Liverdun, 1858, etching, 11 x 16 cm,
Freer Gallery of Art, Washington D.C.
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Fig. 105
Clockwise from top left: Clementina Hawarden, Dundrum House 457:133-1968, 457:58-
1968, 457:3-1968 and .457:412-1968, 1857-58, collodion photographs,
Victoria & Albert Museum, London.
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Fig. 106
James McNeill Whistler, The Kitchen, 1858, etching, Plate: 23 x 19 mm,
The Art Institute of Chicago.
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Fig. 107
L to R: Clementina Hawarden, photographs PH.457:557-1968, PH.457:18-1968 and
PH.457:471-1968 collodion photographs,
Victoria & Albert Museum, London.
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Fig. 108
James McNeill Whistler, Brown and Silver, Old Battersea Bridge, 1859-64, oil on canvas,
64 x76 cm,
Addison Gallery of American Art, Andover, Massachusetts.
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Fig. 109
Phililip Delamotte, Progress of the Crystal Palace at Sydenham, 1854, silver albumen

print, 35 x 48 cm approx.,
Metropolitan Museum of Art, New York.
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Fig.110
Robert Howlett, The Great Eastern at Blackwall, 1858, silver albumen print,

Historic England.
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Fig. 111
James McNeill Whistler, Black Lion Wharf, 1859, etching, Plate: 15 x 23 cm,
Freer Gallery of art, Washington D.C
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Fig. 112
James McNeill Whistler, The Thames in Ice, 1860, oil on canvas, 74.6 x 55.3 cm,

Freer Gallery of art, Washington D.C
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Fig. 113
Top: Rev. Calvert Richard Jones, Head and Bows of the Ellen Simpson barque (1840-50)

Calotype print, 21 x 16 cm,
Bottom: Rev. Calvert Richard Jones, Swansea Harbour, Ships unloading at Cobra Wharf,
Calotype print, 21 x 16 cm,
National Maritime Museum, London.
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Fig. 114
James McNeill Whistler, The Coast of Brittany (Alone with the Tide), 1861, oil on canvas,
87.31x115.57 cm,
Wadsworth Atheneum Museum of Art, Hartford, Connecticut.
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Fig. 115
John Dilwyn Llewelyn, Caswell Bay, 1853 (Waves Breaking), 1853, Salted paper print

from collodion on glass negative, 15.5 x 16 cm,
Victoria & Albert Museum, London.
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Fig. 116
Gustave Le Grey, The Great Wave, Séte, 1857, Albumen silver print from glass negative,
33.7x41.4cm,
Victoria & Albert Museum, London.
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Fig. 117

Top: John Dilwyn Llewelyn, Monk Nash Point from Dunraven, 1852, salted paper print
from paper negative, 16.0 x 20.8 cm, George Eastman Museum
Bottom: The Great Tor from Caswell Bay, c.1850-54, salted paper print from paper
negative, dimensions unknown,
Science Museum, London

491



Fig. 118
John Dilwyn Llewelyn, Rhossili, 1845-50, salted paper print from collodion on glass

negative,
George Eastman Museum.
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Fig. 119
Richard Parkes Bonington, A scene on the French Coast, c.1825, watercolour and

graphite on paper, 21 x 34 cm,
Tate Britain, London.
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Fig. 120
Eden Upton Eddis, Robert Palmer Esq., 1857, oil on canvas, 237 x 126 cm

Berkshire Record Office.
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Fig. 121
Henry Weigall Jnr., The 9" Earl of Airlie, 1861, oil on canvas, 205 x 130 cm,
Trustees of the Airlie Estates Heritage Trust.
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Fig. 122
Henry Weigall Inr., The Countess of Airlie, 1860, oil on canvas, 205 x 130 cm,
Trustees of the Airlie Estates Heritage Trust.
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Fig. 123
Lady Clementina Hawarden Isabella Grace Maude standing in three-quarter profile

moving towards a door, 1864, albumen print from Collodion glass plate, 11.2 x 9 cm,
Musée D’Orsay, Paris.
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Fig. 124
L: John Everett Millais, detail of lllustration for Rosa Mulholland, /rene, 1862, wood-

engraving, 10x 7.5 cm,
R: Lady Clementina Hawarden Isabella Maude 5, Princes Gardens, 457:410-1968, 1862,
albumen print from collodion glass plate, 11.2 x 9.4 cm,
Victoria & Albert Museum, London.
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Fig. 125
John Everett Millais, detail of frontispiece illustration for Wilkie Collins, No Name, 1864,

wood-engraving, 10 x 7.5 cm, and Lady Clementina Hawarden photographs, 457:424-
1968 and 457:244-1968 albumen prints from collodion glass plate, 11.2 x 9.4 cm,
Victoria & Albert Museum, London.
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Fig. 126
Lady Clementina Hawarden Clementina Maude, 5 Princes Gardens, 457:344-1968,

albumen print from collodion glass plate, 11.2 x 9.4 cm,
Victoria & Albert Museum, London.
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Fig. 127
Lady Clementina Hawarden Clementina Maude, arms raised, 5 Princes 457:454-1968,

albumen print from collodion glass plate, 11.2 x 9.4 cm,
Victoria & Albert Museum, London.
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Fig. 128
Lady Clementina Hawarden, photograph, 457:222-1968, albumen print from collodion

glass plate, 11.2 x 9.4 cm,
Victoria & Albert Museum, London.
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Fig. 129
Lady Clementina Hawarden, photograph, 457:277-1968, albumen print from collodion

glass plate, 11.2 x9.4 cm,
Victoria & Albert Museum, London.

503



Mar 11,1860.) THE PHOTOGRAPHIC NEWS,

chiar-oscuro. In the central
point of interest—the Vir-
gin—we have the principal
oppositionof light and dark,
which, however, occupy,
relatively to the entire sur-
face, but a moderate por-
tion of the canvas; the
remainder being entirely
half tones of every grada-

tion, from the delicate
nuances of light shadows
on the white drapery

(whose finesse it is im-
possible to render in a
wood-cut) down to the
half-seen forms of the
angels, which melt into
the strong shadow which
serves as a firm base of sup-
port to the composition,
and gives, by contrast, an
ethereal radiance to the
upper portion of the sub-
jeet. "Ihis picture is a fine
exemplification of the art
term, ** breadth of effect ;
the whole power and range
of light and dark, and their
intermediates, is used in the
most masterly manner, the
strong and brilliant oppo-
sition of their white and
black being contrasted on
a small portion only of the
picture, and both being the
concentration, or focus, of
a series of broken tones
leading  gradually away
from them. A convincing
test of its great breadth is
scen on merely quickly
opening and shutting the
eyes, which it is not possi-
ble to do so rapidly but
that the subject, in its
integrity, shall have im-
pressed itself on the min 1
of the spectator; which
does not occur if a confuged
and heterogeneous chiar-
oscuro is tested in the same
manner.

The light is generally
better carriedhu:mas a com-
position on the diagonal, a,
which has several advan- " g P——
tages. - First, its flow an- i
tagonises better t.he.xquare of the outside form of the picture; | Dow, Metzu, and all the Dutch masters. The lights on
Pex't, as 'thq majority of forms in nature are vertical or | armour, mirrors, glass vessels, &c., are the general means

it ad geously with them; and, | used for obtaining the effect. The advantages gained are,

lastly, there is, per se, more mobility and play in this | an increase of depth and power (by opposition) in the darks,

direction—which is, as it were, out of balance and on the | and, at the same time, atmosphere amr distance, by the con-

— move—than in the rigidity of the up- | trast of the sharp, clear flash of light against the smooth,

right. An example of this principle is | flat shadows. In portraiture, or figure composition, the

seen in the Murillo. principle i8 of infinite value, since soft, rounded forms

In. subjects containing large masses | of flesh gain immensely in ** morbidezza,” by their contrast

of deep ow, a8 interiors, portraits, | with the metallic hardness of this species of light. The flash

&c., we find, in all good art, the prin- | on the mirror, in the well-known picture of * Titian and
Py

G ciple of introducing, where

small bright lights on objects coming immediately off the
background depths. The value of this principle seems early
to have been appreciated. We find it in Hemling and Van
Eyck, in Giorgione, Titian, and Rubens, in Rembrandt,

his Mistress,” is one of a multitude of examples which could
be cited, illustrative of the principle. The value of the effect
of this ight on the soft -tints of the neck and bust
of the female is well tested, by covering (in a copy) and
uncovering it pretty rapidly.

Fig. 130

Harvard

Wood-engraving after Murillo’s Immaculate Conception, from William Lake Price ‘On
Composition and Chairo’scuro’, The Photographic News, 11" May 1860,

University.
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Fig. 131
James McNeill Whistler, The Artist in His Studio, 1865/66, oil on paper mounted on
board, 62.9 x 46.4 cm,
Art Institute of Chicago.
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Fig. 132
Lady Clementina Hawarden, photograph, 307-1947, albumen print from collodion glass

plate, 25 x 28 cm,
Victoria & Albert Museum, London.
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Fig.133
Manet’s ‘array’ at the Salon des Refusés, 1863
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Fig.134
Camile Silvy, Fanny Stirling as Mrs Smylie in Tom Taylor’s Nine Points of the Law, 1860

albumen print, 8.9x 5.9 cm,
Victoria & Albert Museum, London.
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Fig. 135
Camile Silvy, Caroline Agnes (née Horsley-Beresford), Duchess of Montrose, 1860.
Albumen print mounted in daybook (vol. 1, no. 1251), 8.4 x 5.5 cm, and Lady Emily Peel,
née Hay, 1860. Albumen print mounted in daybook (vol. 1, no. 507), 8.5 x 5.4 cm,
National Portrait Gallery, London.
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Fig. 136
Cruces y Campa, carte-de-visite from Types D'amérique Du Sud, 1860-70, albumen print

from collodion glass plate,
Bibliothéque nationale de France, département Estampes et photographie.
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Fig. 137
Carte-de-visite depicting Virginie Déjazet, c.1868, albumen print from collodion glass
plate,
Bibliothéque nationale de France, département Estampes et photographie.
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Fig. 138
Camille Silvy, The Princess Theatre Rifles in Jack the Giant Killer, 1859-60, albumen print
from collodion negative, 18 x 24 cm,

private collection.
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Fig. 139
Lady Clementina Hawarden, Clementina and Issabella Grace Maud, 5 Princes Gardens,
287-1947, 1863-64, albumen print from collodion negative, 21 x 28 cm,
Victoria & Albert Museum, London.
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Fig. 140
Portraits De Prestidigitateurs, lllusionnistes, Artistes De Cirque, Phénomeénes, Types
Ethnologique, 1860-1900, album of 123 carte-de-visite photographs,
Bibliothéque nationale de France, département Estampes et photographie.
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Fig. 141
Marcantonio Raimondi, The Judgement of Paris (after Raphael), 1510-20, engraving,
29.1 x43.7 cm,
Metropolitan Museum of Art, New York.
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Fig. 142
Giorgione, The Pastoral Concert, 1508-09, oil on canvas, 110 x 138 cm,

Musée du Louvre, Paris.
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Fig. 143
Gustave Courbet Les Demoiselles des bords de la Seine (été), 1857, oil on canvas, 174 x
206 cm,
Musée du Petit Palais, Paris.
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Fig. 144
Jean-Auguste-Dominique Ingres, Portrait du compositeur Luigi Cherubini (1760-1842)

béni par la muse de la poésie lyrique Terpsichore, 1842, oil on canvas, 105 x 94 cm,
Musée du Louvre, Paris.
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Fig. 145
Félix-Jacques-Antoine Moulin, Nude at Well, 1853-56, hand-coloured stereoscopic

daguerreotype, 6.4 x 5.7 cm,
Detroit Institute of Arts.
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Fig. 146
Simon Vouet, The Muses Urania and Calliope, c.1634, oil on panel, 80 x 125 cm, National
Gallery of Art, Washington D.C.
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Fig. 147
Jean-Pierre-Marie Jazet, Louis XVI recevant le duc d'Enghien au séjour des bienheureux,

dédié a S.A.R. Monsieur Frére du Roi (after Roehn 1814), 1816, hand-coloured engraving,
47 x 69 cm,
Musée Carnavalet, Paris.
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Fig. 148
Detail of Jazet, Louis XVI recevant le duc d'Enghien au séjour des bienheureux.
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Fig. 149
Anne-Louis Girodet, L'Apothéose des héros francais morts pour la patrie pendant la

guerre de la Liberté, 1802, oil on canvas, 192 x 184 cm,
Chateau de Malmaison.
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Fig. 150
Key to Jazet, Louis XVI recevant le duc d'Enghien au séjour des bienheureusx,
Musée Carnavalet, Paris.
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Fig. 151
L to R: Lady Clementina Hawarden, 457:384-1968, 457:199-1968 and 457:256-1968,
albumen prints from collodion plates, 21 x 28 cm,

Victoria & Albert Museum, London.
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Fig. 152
Lady Clementina Hawarden, 457:341-1968, 243-1947 and 321-1947, albumen prints
from collodion plates, 21 x 28 cm,

Victoria & Albert Museum, London.
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Fig. 153
Jules Ziegler, Formule analogique from Etudes céramiques, 1850.

Bibliothéque nationale de France.
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Fig. 154
Jean Charles Develly, two designs for the déjeuner Arts Industriels; Tapisserie des
Gobelins, Pen and watercolour, ¢.1825,
Musée de Sévres.
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Fig. 155
John Sparkes, Marlborough House; Fourth Room, 1856, watercolour, 31.7 x 30.7 cm

Victoria & Albert Museum, London.
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Fig. 156
Frederic Leighton, Lieder onhe Worte, 1861, oil on canvas, 102 x 63 cm

Tate Britain, London.
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Fig. 157
Frederic Leighton, Captive Andromache, 1888, oil on canvas, 197 x 407 cm,

Manchester Art Galley.
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Fig. 158
Frederic Leighton (designer), Tomb Monument for Elizabeth Barratt Browning, 1861-64,

marble and mixed media,
Protestant Cemetery, Florence.
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Fig. 159
Frederic Leighton, Electra at the Tomb of Agamemnon, 1869,

oil on canvas, 150 x 75.5 cm,
Ferens Art Gallery, Kingston-upon-Hull.
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Fig. 160
Painter of Louvre G501, Lacanian Pelike depicting Electra, Orestes and Hermes

at the tomb of Agamemnon, ceramic, 430 mm high, ¢.370 bce,
Musée du Louvre, Paris.
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Fig. 161
Guilio Romano and Gianfrancesco Penni, The Fire in the Borgo (after Raphael), c.1514,

fresco, 670 cm at base,
Apostolic Palace, Rome.
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Fig.162
Detail of Lieder ohne Worte: x: Symmetry understood relative to gravity.

y: ‘Vital force’, or organic direction of growth producing proportionality
z: Predominant directionality of design or ‘will".
Doric (white) and Polyclitan (red/green) canons compared
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Fig. 163
Thomas Armstrong, The Lesson, 1865, oil on canvas, 79.4 x 58.8 cm,

Wadsworth Atheneum Museum of Art, Hartford, Connecticut.
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Fig. 164
James McNeill Whistler, Purple and Rose: The Lange Leizen of the Six Marks, 1864,
oil on canvas, 93.3 x 61.3 cm,
Philadelphia Museum of Art.
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Fig. 165
James McNeill Whistler, Caprice in Purple and Gold: The Golden Screen, 1864,
oil on canvas, 50 x 68 cm,
Freer Gallery of Art, Washington D.C.
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Fig. 166
James McNeill Whistler, Symphony in White No.2, The Little White Girl, 1864
oil on canvas, 76.5 x 51 cm,

Tate Britain, London.
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Fig. 167
James McNeill Whistler, Symphony in White No.3, The Little White Girl, 1864,
oil on canvas, 76.5 x 51 cm,

Barber Institute of Fine Arts, Birmingham.
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Fig. 168

Jean-Auguste-Dominique Ingres, Comtesse d’Haussonville, 1845, oil on canvas,
131.8cm x 92 cm,
Frick Collection, New York.
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Fig. 169

Dante Gabriel Rossetti, The Tune of the Seven Towers, 1857, watercolour on paper,
31.4x36.5cm,
Tate Britain, London.
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Fig. 170
Alexandre Brongniart and Denis-Désire Riocreux, Chinese Porcelains and Tonkin-ware,
from Description méthodique du musée céramique, 1845,
Bibliotheque nationale de France.
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Fig. 171
John Pollard Seddon, wardrobe, c.1870, oak, cast brass furniture, mirror plate, fruitwood

inlays and banding, 211 x 198 cm,
Patch Rogers.
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Fig. 172
James McNeill Whistler, Eagle Wharf, 1859, etching, 14 x 21.7 cm,
Freer Gallery of Art, Washington D.C.
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Palais de IExposition universelle de Lowdres pour 1862, (Voir ba page suivante)

Fig. 173
Palais de L’Exposition universelle de Londres, I’lllustration, 6" April 1861,
Bibliothéque nationale de France.
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Fig. 174
Edouard Manet, Vase de pivoines sur piédouche, 1865, oil on canvas, 90 x 70 cm,

Musée d'Orsay, Paris.
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Fig. 175
Edouard Manet, Portrait d’ Emile Zola, 1868, oil on canvas, 146 x 114 cm,
Musée d'Orsay, Paris.
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Fig. 176
Albert Jacquemart, Histoire des Faiences Patriotiques, Gazette des Beaux-Arts,
November 1867
Bibliothéque nationale de France.
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Fig. 177
Les Collectionneurs, in Les Frangais Peints Par Eux-Mémes. Encyclopédie Morale Du Xixe
Siécle, 1841,
British Library.
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Fig. 178
Inkwells, L. Central France 1750-1800 and R. Pas de Calais, 1750-1780,
glazed earthenware,

private collection.
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Fig. 179
Alfred Kampmann, Schneider’s Inkwell, held at Strasbourg library, from Faiences

Patriotiques, 1867,
authors collection.

553



Fig. 180
Edouard Manet, Le Déjeuner (dans l'atelier),1868, oil on canvas, 118 x 54 cm,
Neue Pinakothek, Munich.
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Fig. 181
Plates from Edouard de Beaumont, L’Art Industriel de Armurier et Fourbisseur en

Europe, Gazette des Beaux-Arts, August 1867,
Bibliothéque nationale de France.
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Ne 75. G. Renard del., d'aprés un dessin conseryé au musée de Séyres. \

(Dans un coin du dessin est écrit : Pow: remplir Uaigle du platean. )

Fig. 182
No. 75. G Renard del., d’apres un dessin conservé au Musée de Sévres (Dan sn coin est
ecrit: Pour remplir I'angle du plateau) from Faiences Patriotiques, 1867,
authors collection.
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Fig. 183
French Tripod Chocolatiere, 1770-80, silver and lignum vitae, 29.5 x 28 cm,

Farella Frank, Paris.
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Fig. 184

A Set of 191 Earthenware Pieces from the Rousseau Service, by Lebeuf et Milliet Manufacture, Creil-

Montereau, and Toy et Léveillé Manufacture, Paris, Late 19th Century,
Sothebys, Paris.
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Fig. 185
Félix Bracquemond, Motifs pour le décor d'un service de table en faience de la maison

Rousseau, N° 19, Grand poisson, 1866, etching, 24.5 x 34.5 cm,

Bibliothéque nationale de France, département Estampes et photographie.
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F‘u'cncm‘ patriotiques

Sans doute, les ourriers de l'are n’en furenc pas échauflés ;
mais ceux qui sentent vivement, ceux que le bruit du tam-

\',r\

T rm'\!\“‘

N 4. Assiette de fabrigue lorraine.

bour faic tressaillir, ceux qui sont émus au spectacle des

scénes populaires, ceux-li, quelque mince que fuc leur
talenc, se trouyérene agrandls par la fiévre révolutionnaire.

Fig. 186
Assiette de fabrique Lorraine, from Faiences Patriotiques, 1867,
authors collection.
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No 7. Saladier polychrome de Neyers.

Fig. 187
No.17. Saladier polychrome de nevers, from Faiences Patriotiques, 1867,
authors collection.
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Fig. 188
Félix Bracquemond, design for L’assiette républicaine, 1868, gouache on paper, 46 x 29

cm,
Musée Carnavalet, Paris.
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Fig. 189

Robert Brandard, Snow-Storm, 1861, engraving,
Tate Britain, London.
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Fig. 190
William Hogarth, Captain Lord George Graham in his Cabin, c.1746, oil on canvas,
68.5 x 88.5 cm,
National Maritime Museum, London.

564



Fig. 191
Edwards Mclnnes, after Thomas Lawrence, Henry Dundas, 1°* Viscount Melville, 1843,

mezzotint,
National Portrait Gallery, London.
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Fig. 192

Thomas Lawrence, Sir Robert Peel, c.1810, oil on canvas, 75 x 62 cm,
Glyn Vivian Art Gallery, Swansea.
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