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director of the tapestry manufactory at Beauvais

in 1684, twenty years after it had been set up by
Louis XIV’s minister, Jean Baptiste Colbert, with a
local man, Louis Hinart, in charge; the stated purpose
of the enterprise, like that of many others created by
Colbert, was “se passer de recourir aux Etrangers
pour les choses nécessaires a 'usage et a la commo-
dité” of the king’s subjects. One clause in Hinart’s
contract had authorized him to place the royal arms
on the entrances of all the buildings of the manufac-
tory, along with the words “Manufacture royale de
Tapisseries.”

Purchases of tapestries from Hinart by the king are
recorded in the royal accounts—2g54 items, mostly
low-priced verdures and landscapes with small fig-
ures;” there are no records of how many were sold
elsewhere, although the names of a number of buyers
are known.? The king was certainly the principal cus-
tomer until Colbert’s death in 1683, when Hinart, who
was in financial difficulties, retired. The choice of
Behagle to succeed him was made by Colbert’s suc-
cessor, Louvois, who evidently favored this Flemish
weaver. Daniel Cronstrom, writing from Paris to the
Swedish architect Nicodemus Tessin in Stockholm
about French tapestries on January 7, 1695, mentions
this interest: “Vous serez peut estre estonné de m’en-
tendre préférer Beauvais, dont il ne sortoit autrefois
que des ordeures, aux Gobelins, mais vous n’en
serez . . . que Mr. de Louvois a tiré des meilleurs ouvri-
ers des Gobelins pour y establir une manufacture avec
beaucoup de soin.” (The Gobelins were closed at this
time to save money for the king’s wars.) Louvois was
presumably responsible for what must have been the
most glorious day in Behagle’s life, commemorated by
an inscription on a stone plaque on a garden wall at
the manufactory: “Le Roy Louis XIV s’est reposé sous
cet ombrage en 1686. Le sieur Behagle était alors
directeur de la Manufacture.”?

PHILIPPE BEHAGLE (1641-1705) was appointed
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The notes for this article begin on page 200.

The manufactory during Behagle’s directorship was
prolific, at least in the early years; a figure of about
1,300 pieces or more has been estimated for 1684 to
1690.6 Three documents are known that name the
subject of the sets produced there. Two of them are
lists of tapestries given as payment for debts. One doc-
ument, dated April 4, 1689, includes pieces represent-
ing “grotesques a petits personnages,” “oiseaux de la
Ménagerie” (Louis XIV’s z00), and verdures;’ the sec-
ond, of August 19, 1690, names Metamorphoses, with
large figures and with small ones, Cephalus and Procris,
Psyche, and verdures; the Metamorphoses with large fig-
ures are said to be from designs by Séve and Houasse.?
The third document is one drawn up by Behagle,
probably in 17700, boasting about the tapestries he had
sold very profitably to very important people but
complaining bitterly that, for want of sufficient funds
to hold his products in storage, he had been forced
to sell many at a loss. He lists sets called “Histoire
de metamorphauce,” “tenture grotesque fines” and
“communs,” and “Chinoise faict par quatre illustre
peintre [sic].”

Among the tapestries that Behagle said he had sold
profitably, “sur lequel pris, j’ay gagné plus d’un tiers,”
was the first entry in the memorandum, a set made for
the apartments of the duke and duchess of Maine at
Marly, “que Sa Majesté a trouvé belle et bien fabriqué.”
The Journal du Garde Meuble records the delivery of
these pieces in June 1700; they were sets of “Verdures
et paysages a petit personnages . . . dessin de la hire,”
Metamorphoses, and a verdure set “représentant divers
sujets, comme voyageurs de compagne, festes de vil-
lage, et divertissements de compagne.”*® They are very
similarly described in the royal inventory entries for
1701.""

The Grotesques (the distinction between “fine” and
“commun” has not been ascertained) seem to have
been the most popular of the subjects named in these
documents; more than 150 examples are known to
exist.'? Louis XIV owned a set of six, described in the
royal inventory as by “Béhagle . . . sur un fonds de
laine feuille-morte.”'® The Metropolitan Museum of
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Art has a set of five, one of which has Behagle’s name
in the border (Figures 1, 2), as well as a single piece
from another set.'* Behagle does not name the
designer of this series, but he is known from other
sources to have been Jean-Baptiste Monnoyer.'> The
innovative character of the design, which anticipates
the fancifulness and gaiety of the Rococo, has been
frequently commented upon.

The particularly imaginative and elegant chinoi-
serie border to the Metropolitan Museum set of the
Grotesques (also found in other examples) may be after
Guy Vernansal, a painter at the Gobelins'® who made
the cartoons after Jean Berain for the borders of the
Battles of Charles VI of Sweden, woven by Behagle in
1695-99.'7 Vernansal’s name appears on several pan-
els of the Story of the Emperor of China, so that he is pre-
sumably one of the “four illustratious painters” to
whom Behagle attributed his “Chinoise.” The Metro-
politan Museum owns an Audience of the Emperor from
this frequently woven series.'®

Other Beauvais tapestries in the Metropolitan woven
while Behagle was the director are upholstery panels
for chairs known to have been made in 1691-g6; they
are the earliest securely dated surviving examples of
the tapestry-woven upholstery en suite with wall hang-
ings that was to become a specialty of the manufacto-
ry.'9 The Boreas and Orithyia from the Metamorphoses
(Figure g) was designed, according to Behagle’s mem-
orandum, by René Antoine Houasse (ca. 1645—1710)

Figure 3. Boreas and Orithyia.
French (Beauvais), late 17th
or early 18th century. Wool,
silk, and metal thread
tapestry, 358 x 452 cm. The
Metropolitan Museum of Art,
Gift of Francis L. Kellogg,

1977, 1977435

and either Gilbert de Séve or his brother Pierre before
1690, but the cartoon continued to be woven until
1730.%° The design, like those of the other pieces in
the series, is highly competent and effective, admirably
adapted to the technical demands of the medium. A
Stag Hunt, also in the Metropolitan Museum, has no
manufacturer’s or city marks, but it is close to other
hunting scenes with Behagle’s name.?'

Behagle sold many tapestries to Louis XIV; most
were verdures and landscapes, but they included
Grotesques, Metamorphoses, Ports de Mer, and “Teniers.”**
One series closely connected with the king is not listed
in the inventories or mentioned in Behagle’s docu-
ments: the Conguests of Louis XIV. Four pieces of a set
with the arms of the comte de Toulouse are at Ver-
sailles; they have no marks, but other examples show
Behagle’s name.* Two pieces of another set with simi-
lar borders are included in a mixed group of six tapes-
tries owned by the J. B. Speed Art Museum in
Louisville, Kentucky;24 each of these has the inserted
coat of arms (Figure 4) in the upper border of Hein-
rich, Graf von Brihl (1700-1762), the virtual ruler of
Saxony after the death of Augustus the Strong in 1738
until the occupation of the country by Frederick the
Great in 1759.%°

Bruhl (Figure 5) is known to art historians primari-
ly as the director of the Meissen porcelain manufac-
tory and the owner, at no cost to himself, of an
enormous number of its products. Chief among these
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Figure 4. Arms of Heinrich, Graf von Bruhl. Detail of Figure 7

Figure 5. Heinrich, Graf von Briihl. Print by Zucchi (1704-1779)
after Torelli, 48.8 x 35.6 cm. The Metropolitan Museum of Art,
The Elisha Whittelsey Collection, The Elisha Whittelsey Fund,

1951, 51.501.2701

is the huge Swan Service, designed for him and with
his arms on every piece (Figure 6). He did, however,
make substantial collections of other works of art.*®
Tapestries are recorded as among his possessions, but
little is known of them. The most spectacular may have
been a set of the Gobelins Months of Lucas, the ninth
weaving (1737-40). On the advice of the French rep-
resentative in Dresden, the set was given to Brihl in
1746; in 1768 it was acquired from his estate for the
royal palace.”” A large Aubusson landscape with his
unmistakable coat of arms was on the London art mar-
ket in 1986.2% Another landscape with the arms, per-
haps made in Beauvais, was owned by a descendant in
1928,*° and four other tapestries related to the
Louisville pieces are known. One is in the Mobilier
National, Paris (Figure 20); two are in the Virginia
Museum of Fine Arts, Richmond (Figures 12, 18), and
one was sold in Paris in 1g12.

The two pieces in Richmond and the six Louisville
tapestries were in the collection of Lord Amherst of
Hackney, Didlington Hall, Norfolk, and were sold at
Christie’s, London, on December 11, 1908, as lot g2.
They were said to have come from Moritzburg,
Saxony, a castle owned by the Elector Augustus III. All
were described as of much the same height, two panels
being very wide and one of medium width (all now in
Louisville) and five narrow uprights (three in Louis-
ville). One wide panel is said to show the queen of
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France seated in a carriage while Louis XIV received
the homage of the burghers of Dole. The inscription
on the tapestry (Figure 7) refers to the garrison of the
captured town and gives the date of the event, June
16, 1674. The tapestry of medium width, which is illus-
trated in the sale catalogue, also has an inscription
stating that it shows the siege of the town of Doesburg
to Louis XIV on June 21, 1672 (Figure 8). The six
other tapestries represent “Louis XIV surrounded by
various allegorical figures.”® A tapestry with the same
coat of arms and borders in the Mobilier National,
Paris, is mentioned. All the Amherst tapestries came
into the hands of the New York dealers P. W. French &
Co., who lent the Doesburg panel to an exhibition in
San Francisco in 1922.3' The two tapestries from the
sale that are not in Louisville are those in the Virginia
Museum of Fine Arts, Richmond; they are versions of
two pieces in Louisville, but the Brithl arms have been
removed.3*

The Dole and Doesburg tapestries are from the series
known as the Congquests of Louis XIV. Their borders,
with long inscriptions in elaborate cartouches, are like
those of the four pieces of the set at Versailles, and the
central scenes are similar, except that the Dole made
for the comte de Toulouse tactfully does not include
the carriage with the queen and she is not mentioned
in the inscription (the count was the son of Louis XIV
and Madame de Montespan). The designs of both sub-



Figure 6. Arms of Briihl impaling Kolowrat-Krakowska (his
wife). Detail of dish from the Swan Service. German (Meissen),
ca. 1737-41. Hard paste porcelain, Diam. 33.7 cm. The
Metropolitan Museum of Art, Gift of Rosenberg and Stiebel,
Inc., 1948, 48.165

Figure 7. The King at Dole. French, 17th century. Wool, silk, and metal thread

Louisville, J. B. Speed Art Museum
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jects have been shown to be derived from prints by
Sebastien Le Clerc.33 Doesburg depicts the king and two
companions, very awkwardly crammed in behind him,
who appear on the far right of the print, with the for-
tified city in the distance. This part of the print was
also used for the Almanach royale of 1677 (Figure g),
which, however, commemorated a different hero and
a different victory.3* The Bruhl arms, as has been men-
tioned, are also found on another tapestry of this set,
Messina secourue par le duc de Vivonne, sold at the Hotel
Drouot, Paris, on March 11 and 12, 1912, no. 212. All
the victories of the Conquests were won in 1672-78,
the period of Louis XIV’s second invasion of the Low
Countries, known as the Dutch War.3?

The other four tapestries with the Brithl arms at
Louisville are from another series celebrating Louis
XIV woven by Behagle, but it was not made at Beauvais
or in Paris. The borders resemble those of the
Conguests, but they lack the cartouches with long
inscriptions, have fleurs-de-lis instead of monograms
in the corners, and include small birds and masks
among the scrolling foliage. Three of them have the
name “P. Behagle” beside a city mark, the tower of

tapestry, 477 X 595 cm.



Figure 8. The Siege of Doesburg. French, 17th century. Wool, silk,
and metal thread tapestry, 480 x 353 cm. Louisville, J. B. Speed

Art Museum

Tournai (Figure 10).3% The prominent fleurs-de-lis in
the lower corners of these four pieces emphasize the
French origin of the set and date it to the period when
the city was French, 1667 to 1709. Behagle, as has
been mentioned, went to Beauvais in 1684, so it is
clear that these four Brihl tapestries were made in
Tournai between 1667 and 1684.

Figure 10. Marks of Tournai and Philippe Behagle. Detail of
Figure 22
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Figure 9. L'Almanach royal pour U'année MDCLXXII. Print, 85 x
go cm. Paris, Bibliotheque Nationale, Cabinet des Estampes,
ob° 1677

Behagle was born in Oudenaarde in 1641 and was
presumably trained there as a tapestry weaver.3” In
1660 he was at what was shortly to become the Gobe-
lins manufactory in Paris; he was married in the local
church in 1669g. In the next year he was paid 1,000
livres, a substantial sum, by the royal treasury for “un
tableau en tapisserie trés-fine qu’il a faict, représen-
tant le chasteau de Fontainebleau.”3® He returned in
1672 to Oudenaarde, then under French rule, which
ensured that its products were not banned from enter-
ing France and had a workshop there; he and his part-
ner, Jean Baert, made tapestries for two of Louis XIV’s
mistresses. In 1677 he was at the head of another
workshop in Tournai, with fifty employees. It is not sur-
prising that he would write in 1695: “J’ay passé une
partie de ma jeunesse a etablir des manufactures par
ordre de sa Majesté.”9

In 1678 Behagle signed a six-year contract with the
authorities at Tournai, saying that he had established a
“manufacture de tapisseries d’haute lisse des plus fines
et exquisses qu’il s’enfabrique dans les Pays Bas”;*°
apparently he was confident that his Gobelins exper-
tise would surpass the skill of the previous holder of



his position, Jan Oedins, who had obtained a similar
contract in 1671.4' He was granted a salary of 200 écus
a year, but when, at the end of the six years, he asked
for a raise, it was refused and, under orders from
Colbert, he went to Beauvais. In the French royal ac-
counts concerning this move, Behagle is called “mar-
chand tapissier de Tournay.”#* His work before 1684
has been litte discussed.43

Tournai in 1677 was a flourishing French city. It had
been captured in June 1667 by Louis XIV with the
army led by his great general Marshall Turenne. As in
most of the other Flemish towns, the citizens put up
little resistance and the Spanish garrison scarcely
more. The siege lasted only a few days and only four
lives were lost. As Madame de Sévigné wrote, “le roi
s’amusait a prendre la Flandre,”#* and the medal com-
memorating the capture of Tournai has the motto,

Figure 11. Louis XIV Leaving for War. French (Tournai),
ca. 1680. Wool, silk, and metal thread tapestry, 458 x 2677 cm.
Louisville, J. B. Speed Art Museum

“Fecit miracula ludens.”*® The king made a trium-
phant entry and came back a month later with the
queen, for whose hereditary rights, as he claimed, he
had taken much of Flanders from its Spanish rulers;46
he was also accompanied on this visit to the conquered
Flemish cities by two mistresses (La Valliere and Mon-
tespan), his brother, the dauphin (a child of seven),
3,200 horsemen, o0 carriages, and all the trappings
needed for display and splendor.4’ The city had been
the capital of the Frankish kings. La Fontaine, speak-
ing in the name of the city, wrote:

Jétais ville des Francs: je le suis des Francois.

Un vainqueur, sous qui tout succombe,

Sut a ce premier joug ranger ma liberté.

Ce qu’on crut mon malheur fait ma félicité;

Aux efforts de Louis je dus d’abord me rendre.43

Figure 12. Louis XIV Leaving for War. French (Tournai),

ca. 1680. Wool, silk, and metal thread tapestry, 465 x 285 cm.
Richmond, Virginia Museum of Fine Arts, Bequest of Virginia
V. G. Millhiser (photo: Ron Jennings, © Virginia Museum of
Fine Arts)
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Figure 13. Adam Frans van der Meulen (1632-1690). Leafless
Tree. Drawing, 105 x 75.5 cm. Paris, Mobilier National

With his chief minister, Colbert, Louis XIV con-
ferred great benefits on the city of Tournai. A local
historian has written: “La ville devient ainsi un centre
politique, militaire, judiciare et administratif de la
plus haute importance. Economiquement, une grande
activité y régne, soutenue par Colbert et une Chambre
de Commerce s’y crée (1678).74? This was the year of
Behagle’s contract. It is not surprising that the only
known tapestries marked as made by this weaver in
this city glorify Louis XIV.

One of the signed Tournai tapestries in Louisville is
Louis XIV Leaving for War (Figure 11). The version in
Richmond has almost exactly the same composition
and borders, a mask replacing the Briihl arms, but
with no city or weaver’s marks (Figure 12).4? The king,
in contemporary civilian dress, wears an unusual
small, brown fur hat, as if prepared for winter weather.
He has an elaborate gold-embroidered baldric sup-
porting his sword and holds a baton in one hand while
pointing to the right with the other. Beside him, the
goddess Minerva, grasping a shield, imitates his ges-
ture. The tree with bare boughs above her can be com-

1go

Figure 14. Charles Le Brun (1619-169o). Le Roi gouverne par
lui-méme. Drawing, 41.1 x 50.5 cm. Paris, Musée du Louvre

(photo: Réunion des Musées Nationaux)

pared to a large drawing by Adam Frans van der
Meulen (1632-169g0) in the Mobilier National, Paris
(Figure 1g).>' Similar bare boughs are seen in the
Prise de Dole of the Gobelins History of the King series;>*
this city was captured in February 1668. It was consid-
ered extraordinary for Louis XIV to go to the battle-
front in winter, when, as was written in the Gazette, “en
cette Saison tous les autres Princes ne s’appliquent
qu’aux Plaisirs.”>3 Troops can be seen in the distance.
On a ledge behind the king a cupid aims his bow away
from the monarch, and below him three small winged
children play with a mask; a fourth seizes the king’s
sword hilt as if to detain him and holds up a cloth to
wipe away a tear. A pile of musical instruments lies at
the king’s feet in the foreground.>*

The symbolism is clear. Minerva, the goddess of
wisdom and war, leads the king away from peaceful

Figure 15. Le Brun workshop. Louis XIV partant pour la guerre.
Drawing, 32 x 48 cm. Paris, Musée du Louvre (photo: Réunion
des Musées Nationaux)



delights, such as music and the theater. She plays the
same role, adopting the same stance, in a drawing by
Charles Le Brun in the Louvre (Figure 14).% This is a
preliminary study for the central scene on the ceiling
of the Grande Galerie (the Galerie des Glaces) at
Versailles that shows Louis XIV taking power into his
own hands in 1661.5° In the drawing Minerva’s raised
hand points in the direction in which she advances
and also to the figure of Mars on a cloud. Below, as in
other related drawings, are children occupied with the
arts and sciences: one holds a globe, one reads, and
one draws a portrait.”” In the final version on the ceil-
ing they have returned to being as frivolous as they are
in the tapestry. As a contemporary writer stated, “Tout
le bas du Tableau est rempli de jeunes Enfants nus, qui
expriment en cent manieres differentes le Jeu, le Bal,
la Musique, la Chasse, les Festes, les Carrousels, et tous
les autres divertissemens de la Cour. Cela se passe aux
pieds du Monarque, qui n’en paroist aucunement
touché.” He accounted for the presence of the god-
dess Hymen in the scene by saying that “on estoit
encore dans les réjouissances du mariage du Roy.”" In
the Louvre drawing she wears a crown and holds a
scepter and presumably represents the queen herself.

But the king, Minerva (carrying a spear instead of a
shield), a cupid, playing children, musical instru-
ments, distant troops, and even the drapery, columns,
and leafless tree of the tapestry appear on the left side
of another Louvre drawing from the Le Brun work-
shop (Figure 15).> This, however, also includes a
lightly clad, attractive young woman, perhaps Venus,
who places her left hand on the king’s arm as if to
restrain him and gestures with her right hand toward
the children and their playthings at her feet. She has
disappeared completely from the tapestry, which also
has fewer children.

This drawing, called Louis XIV partant pour la guerre,
and four others were listed by Gaston Briére as a set
under the somewhat romantic title of a Projet d’une
Histoire galante du Roi, attributed to Van der Meulen.®
A better title might be the Devolution War Drawings,
since the woman who appears in all of them is pre-
sumably the queen; the Spanish Netherlands “de-
volved” upon her rather than upon her half-brother,
Charles II of Spain, according to a Flemish law of
inheritance cited by the lawyers of Louis XIV.”' She,
the king (in Roman armor), and the most prominent
child of the drawing, who here might represent the
dauphin, with the departing troops in the back-
ground, are also found in another drawing (large and
squared up for transfer) from the Le Brun workshop
in the Louvre (Figure 16).52

This disappearance of the young woman from the

Figure 16. Le Brun workshop. La Guerre contre I'Espagne pour

les droits de la reine. Drawing, 235 x 200 cm. Paris, Musée du
Louvre (photo: Réunion des Musées Nationaux)

tapestries woven between 1677 and 1684 shows that
by the time the tapestry was woven the queen was no
longer important. The Dutch War of 1672-78 was not
connected with her, and it was about to reach a suc-
cessful conclusion: an heir to the throne had been
born and the king began to recognize his illegitimate
children. Jennifer Montagu has pointed out that the
signing of the treaty of Nijmegen in 1678 led to the
decision to depict the king’s victories on the ceiling of
the Grande Galerie; she has written that, with a single
exception, “one human individual, and one only ap-
pears in each scene: the King.”®3 Minerva in the relat-
ed drawings and the paintings represents the king’s
wisdom and expertise in war; no other human beings
are needed. Once this principle had been established,
all the drawings showing the queen in an active role
would have become politically incorrect.

Another Louisville tapestry with Behagle’s name
and the Tournai mark, Louis XIV Crowned by Victory,
shows the end of the story (Figure 17). The king, now
in imperial Roman costume, with a huge brown wig,
has returned to triumph. He holds a commander’s
baton and a wreath of flowers and sits in what is appar-
ently a chariot, ready for the procession. His feet rest
on a cannon and a plumed helmet. A winged Victory
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Figure 17. Louis XIV Crowned by Victory. French (Tournai),
ca. 1680. Wool, silk, and metal thread tapestry, 477 x 279 cm.
Louisville, J. B. Speed Art Museum

beside him raises a laurel wreath over his head and
rests one arm on a lion’s skin, a palm frond in the
crook of her elbow. A winged child behind her puts his
hand on one of her wings and two more on the steps
below play with flowers and discarded weapons. A ban-
ner at their feet shows fleurs-de-lis.

The same composition is seen in the unsigned
tapestry in Richmond (Figure 18).%4 Though an almost
exact replica of the lower half of the scene, it is
markedly different above, where lush foliage replaces
the bare, broken tree trunks and scanty leaves of the
Louisville tapestry, as if summer had arrived with vic-
tory. No drawing has been found that can be closely
associated with the tapestries, although there are some
points of resemblance between them and one in the
Histoire galante group (Figure 19).%5 The king, in
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Figure 18. Louis XIV Crowned by Victory. French (Tournai),
ca. 1680. Wool and silk tapestry, 488 x 274 cm. Richmond,
Virginia Museum of Fine Arts, Bequest of Virginia V. G.
Millhiser (photo: Ron Jennings, © Virginia Museum of
Fine Arts)

Figure 19. Le Brun workshop. Le Roi sur un char. Drawing, 26 x
35 cm. Paris, Musée du Louvre (photo: Réunion des Musées

Nationaux)



Figure 20. Le Depart de Turenne pour la guerre (The King’s
Cavalry). French (Tournai), ca. 1680. Wool, silk, and metal
thread tapestry, 450 x 3oo cm. Paris, Mobilier National

Roman costume and a wig, is seated in a somewhat
similar pose on a chariot, and some of the winged chil-
dren can be compared to their counterparts in the
tapestries. The plumed helmet under the king’s feet in
the latter is being held over his head in the drawing,
and the scene is surrounded by drapery and trees in all
the versions.

But another drawing in the Louvre is clearly the
source for three Briihl tapestries, one in the Mobilier
National and two in Louisville (Figures 20—22). One
of the latter pair has Behagle’s name and the Tournai
mark. The composition of the drawing (Figure 23)%
has been divided to make three panels of tapestry. The
horseman in the foreground on the left appears in
both the drawing and the tapestry in Paris (Figure
20),%7 but the figures farther to the left, very slightly
sketched in the drawing, are replaced in the tapestry
by two repetitions of the first rider, with differently col-
ored horses and costumes. This rider is also close to

Figure 21. Louis XIV Accepting the Surrender of a City. French
(Tournai), ca. 1680. Wool, silk, and metal thread tapestry,
465 x 649 cm. Louisville, J. B. Speed Art Museum

Figure 22. The Welcome Given to the King. French (Tournai),
ca. 1680. Wool, silk, and metal thread tapestry, 485 x 312 cm.
Louisville, J. B. Speed Art Museum
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Figure 23. Le Brun workshop. Louis XIV au siége d’une ville.

Drawing, 28 x 40 cm. Paris, Musée du Louvre (photo: Réunion

des Musées Nationaux)
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Figure 24. Adam Frans van der Meulen. Louis XIV Before Douai.
Drawing, 29.5 x 40.9 cm. The Metropolitan Museum of Art,
Rogers Fund, 1908, 08.227.8

the one furthest to the right in a Van der Meulen draw-
ing in the Metropolitan Museum, Louis XIV Before
Douai (Figure 24);% Douai was taken by the king in
July 1667. In the tapestry the rider seen fullface with
white plumes in his hat has the features of Turenne, as
shown in the well-known portrait by Le Brun at
Versailles (Figure 2 5);% the tapestry has therefore
been called The Marshall or The Departure of Turenne for
the War, another title might be The King’s Cavalry. The
significance of the likeness is somewhat diminished by
the fact that the same features are given to all the
other visible faces of the group.

The central section of the drawing has been used
for the larger of the two Louisville tapestries, for which
a suitable name could be Louis XIV Accepting the
Surrender of a City (Figure 21).7° A prominent figure in
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Figure 25. Le Brun. Marshall Turenne. Oil on

canvas, 67 x 52 cm. Versailles, Musée National
(photo: Réunion des Musées Nationaux)

the drawing, however, has been removed and replaced
in the tapestry by a very awkward blank space, possibly
a reweaving: the young woman or goddess who floats
on a cloud behind the mounted king. She places her
right hand on the sword-bearing hand of a figure in
the air behind her, while her left holds a leafy twig,
perhaps an olive branch. Her function is obvious: she
is restraining the spirit of war and urging clemency
and peaceful benevolence. She might represent the
queen, like the young women in the so-called Histoire
galante drawings.

The allegorical beings above this figure have been
preserved in the tapestry and some can be compared
to other drawings from the Le Brun workshop. The
winged woman raising a wreath is like the chief figure
in a sketch of Dawn (Figure 26), made for a ceiling
painting in a pavilion at Colbert’s chateau of Sceaux,
completed by 1677,”" and the woman seen from behind
appears in drawing called Louis XIV a la téte de son armée
(Figure 27).7* She is also reminiscent of a soldier in a
Le Brun drawing for the Grande Galerie”® and a back-
ground figure on the right in Antoine Coysevox’s re-
lief after Le Brun, the Triumph of Louis XIV, at Versailles
(Figure 28). The subsidiary figures in this work were
described in the Mercure galant of December 1682 as
“la Victoire, la Valeur et la Renommée”;’* these names
may well be given to the three main flying figures in
the tapestry. The boy in the air behind them is like the
torchbearer in the Dawn drawing.



Figure 26. Le Brun. L’Aurore (Dawn). Drawing, 30 x 40 cm.

Paris, Musée du Louvre (photo: Réunion des Musées
Nationaux)

There is one curious difference in this part of the
design between the drawing of the complete subject
(Figure 23) and the tapestry (Figure 21). The feeble
lion in the air of the drawing has been replaced by a
much more realistic and ferocious beast. This animal
is very close to one in a Le Brun drawing, La Force
(Figure 29), used for a statue executed by Jean Raon
about 1681.7% The lion of the complete drawing and
the tapestry is presumably the companion of the war-
like woman with a drawn sword. The small boy kneel-
ing on the ground on the left in the tapestry beside a
pile of banners, armor, and weapons does not appear
in the drawing; his function is not clear and a source
for him has not been located.

Louis XIV on horseback in the center, however, has
been closely copied from the figure in the drawing
(Figure 23). The horse has been given more harness
and decorated trappings, and there is a crouching, dis-
consolate lion under its raised front legs, presumably a
symbol of defeated Spain.”® Both king and horse can
be found in the often repeated portrait by Le Brun’s
pupil René Antoine Houasse at Versailles (Figure
30)'77

The figures at the right in the Louvre drawing
(Figure 23) are apparently some citizens of the con-
quered city come to greet the king. The foremost figure,
identified as an important person by his conspicuous
sash, seems to introduce the humble suppliants, one
of whom wears an old-fashioned ruff and a roll of fab-

Figure 27. Le Brun workshop. Louis XIV a la téte de son armée.
Drawing, 42 x 54 cm. Paris, Musée du Louvre (photo: Réunion

des Musées Nationaux)

Figure 28. Antoine Coysevox (1640-1720). Triumph of Louis
XIV, ca. 1681-83. Stucco relief, H. 392 cm. Versailles, Musée
National (photo: Réunion des Musées Nationaux)
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Figure 29. Le Brun. La Force. Drawing,
292 x 134 cm. Paris, Musée du Louvre
(photo: Réunion des Musées Nationaux)

ric at his shoulder, suggesting a Spanish costume.”
Behind the raised forelegs of the king’s horse is a
small, cowering boy holding a rabbit or hare; he is pre-
sumably a personification of Fear.” At the right are
three ugly allegorical beings crouching on low-lying
clouds, apparently trying to hold the citizens back. A
troop of approaching horsemen appears in the dis-
tance and a city is seen on the horizon.

A much more elaborate version of this scene is
shown on the two tapestries in Louisville (Figures 21,
22). The second, smaller piece could be called The
Welcome Given to the King; it has Behagle’s name and the
Tournai mark. One real person appears in the group
on the right in the larger tapestry (Figure 21), a beard-
ed old man in old-fashioned costume, holding out his
hat to the king. Two more are shown in the Welcome
(Figure 22). The important man wearing a conspicu-
ous sash with a gold fringe is like his counterpart in
the drawing but is more richly dressed, with a purple
coat and red heels. The man behind him also wears an
old-fashioned costume. The long line of distant horse-
men in the tapestry is very lightly indicated in the
drawing, and the figures in the sky are unlike their
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Figure 30. René Antoine Houasse (ca. 1645—-1710). Louis XIV

on Horseback. Oil on canvas, 255 x 200 cm. Versailles, Musée
National (photo: Réunion des Musées Nationaux)

counterparts; part of the tapestry here seems to have
been rewoven. A distant city is visible on the horizon in
both versions of the scene.

But the evil personifications are more clearly de-
fined in the tapestries than are their counterparts in
the drawing. There are three on the far right of the
drawing who appear in The Welcome Given to the King,
looming out of a pale brown cloud, but they now have
attributes that identify them. The foremost figure
wears a gold turban and holds a golden moneybag; she
has a wolf behind her and is Avarice, as described by
Cesare Ripa.* Beyond her is a being who, in the draw-
ing, reaches out to clutch one of the men greeting the
king, and in the tapestry holds a bunch of twigs and
grasps a cock; she is Jealousy.”’ These two figures are
very similar in both drawing and tapestry, except for
the attributes, which are largely missing in the draw-
ing. The third, most distant figure, however, is hardly
visible in the drawing but is large and clear in the
tapestry. She holds a hammer in both, but in the tapes-
try she also raises a bunch of nails; she is Necessity, in
the sense of “needs must,” something that cannot be
avoided, not of want or poverty.* The evil being in the



lower right corner of the tapestry has snakes for hair
and is taking more snakes from a bag; he must rep-
resent something malevolent.?3 A Le Brun drawing
shows a very similar head with snakes (Figure g1 ).B4
The personifications on the right side of the tapes-
try Louis XIV Accepting the Surrender of a City (Figure 21)
are not in the drawing of the complete scene (Figure
23). They are very crowded and conspicuously less
well designed than those of The Welcome Given to the
King (Figure 22), perhaps because the painter of the
tapestry cartoon had no drawing to guide him. They
are led by a man who cringes in terror away from the
hooves of the king’s horse. His open mouth and star-
ing eyes are reminiscent of a Le Brun drawing in the
Louvre (Figure 32), which is inscribed “Leffroy,”85 He
has a peacock-feather crown and a large peacock
stands beside him, symbols identifying him as Pride;®
perhaps his attitude and expression illustrate the
downfall of proud enemies when confronted by the
king of France. Above him is a dark blue cloak covered
with pink masks worn by a scarcely visible figure
holding up a bundle of burning straw; she is False-
hood.®” Beside this figure are two heads—one old,
one young—a hand holding a mask, and another with
two hearts; this is a single entity, Fraud.?® The seated

Figure 31. Le Brun. Head with Snakes. Drawing. Location
unknown (photo: courtesy Witt Library, Courtauld Institute
of Art, London)

man in the lower right corner has a bird on his head,
smoke pours from his mouth, and he grasps with both
hands a child in swaddling clothes. The bird is a
nightingale, and the man is about to drown the baby;
he is Cruelty.®

This highly allegorical depiction of the surrender
of a conquered city is strikingly different from the real-
istic, conventional representation of the surrender of
Tournai to Louis XIV shown in a print after Van der
Meulen (Figure 33).%° The cathedral, with its distinc-
tive five steeples above the central tower, is seen in the
background, and the city fathers, in dignified robes,
kneel before the king, the foremost presenting the
keys to the city on a platter. Their subservient postures
and simple dress would certainly not have suited the
grand personage in The Welcome Given to the King (Fig-
ure 22). There are no supernatural or symbolic beings
on the ground or in the sky. The lavish use of personi-
fications in the tapestries can be compared to the sim-
ilar wealth of symbolic figures in the set of drawings
called by Briere a Mythological History of the King; some
of these are identified by inscriptions as Diligence, Sagesse,
Secret, Prévoyance, Soin, Mansuétude, Chatiment, Fraude,
Orgeuil, Crainte, and Soumission;?' some are suitable
qualities for the conqueror, others for the conquered.

e

Figure 32. Le Brun. La Frayeur. Drawing, 20 x 16 cm. Paris,
Musée du Louvre (photo: Réunion des Musées Nationaux)
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Figure 33. Jan de Huchtenburgh, after Van der Meulen.

Surrender of Tournai. Print, g x 18 cm. Munich, Staatliche
Graphische Sammlung

The four tapestries in Louisville and the one in Paris
show the only subjects known of the Tournai series,
which can be called the Glorification of Louis XIV. This
is an unusual number for a set. The two nearreplicas
of Louisville designs in Richmond would normally sug-
gest a second weaving, but the facts that they all came
much later into the possession of the Graf von Bruhl
and that three tapestries of the Conquests of Louis XIV,
perhaps made in Beauvais, were added to them make
up a large set, suggest that the Glorification tapestries
remained Behagle’s property for some time; his 1684
contract included payment for the cost of transporta-
tion from Tournai to Beauvais of “les tapisseries,
laines, soies et métiers.”?* But why had Behagle under-
taken such an ambitious project and why did he repeat
two of the designs? Nothing is known of his agreement
with the city except the amount of his salary; perhaps
he had hoped for a commission, or even two, for a suit-
able expression of loyalty to the French crown. A simi-
lar idea occurred to the city fathers of Lille in 1684:
they approved the cartoon of a tapestry to be hung in
their meeting place, the king’s arms in the center and
those of the city in the corners, but they were unable
to pay for weaving.3 Perhaps having so many costly
objects left on his hands was an additional inducement
for Behagle’s move to Beauvais; by this date, however,
such a series would have been hard to sell in France.
The most glorious years of Louis XIV were over.?*

The Glorification tapestries, as has been shown, can
be dated to 1677-84; perhaps they were begun in the
first enthusiasm when Behagle received his contract in
1678. How the cartoons were provided can only be
guessed at. As has been indicated, the designer must
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Figure 34. Adam Frans van der Meulen. Louis XIV Before
Tournai. Drawing, 30.3 x 41.9 cm. The Metropolitan Museum
of Art, Rogers Fund, 1908, 08.227.9

have had access to many drawings in the Le Brun and
Van der Meulen studios at the Gobelins. Behagle pre-
sumably had friends at the manufactory from his
twelve years there, 1660 to 1672. This was a period of
great achievement at the Gobelins. In 1660 it was still
a private enterprise run by two Flemings, but after the
fall of the overambitious minister Fouquet in 1661 it
was set up by Colbert as a royal establishment and its
period of splendor began. The king’s first visit was in
1662, and the famous Gobelins tapestry of this event
shows how much had already been achieved.
Behagle’s presence on this great occasion can surely
be taken for granted.

Behagle must have known well the many tapestry
series after Le Brun and probably wove parts of
them. They all celebrate the grandeur of the king:
the Elements (first weaving finished 1666-69),% the
Maisons royales (1668-81),%° the History of Alexander
(1666-80),%7 and, especially pertinent for the idea of
the Glorification, the History of the King. Le Brun was
working on the designs of this last series in 1662, and
the first pieces were put on the loom in 16659
Behagle could well have asked a friend at the manu-
factory to send him designs for an appropriate series
of similar inspiration to be woven in Tournai, and this
friend might have remembered some ten-year-old pre-
liminary sketches that had never been used.

Both Le Brun and Van der Meulen had studios at
the Gobelins. When the contents of Le Brun’s studio
were taken over by the king after the artist’s death in
1690, they included nearly 3,000 drawings, many by
assistants,”? all of them now in the Louvre. The 223
drawings from Van der Meulen’s workshop, including



some by other hands, went to the Gobelins, where he
had died eight months after Le Brun.'®” Both artists
had visited Tournai when it was captured, and both
may be supposed to have been sympathetic when
asked for ideas for a tapestry series glorifying Louis
XIV; neither, of course, could have been expected to
provide specific drawings himself. The spirit of cama-
raderie at the manufactory was described in an article
in the Mercure galant of 1673: “Ils prennent tous
ensemble d’honnestes divertissements, et se traitent
les uns les autres, ce que les empéche d’aller faire la
débauche autre part: c’est une des raisons pour
lesquelles on les a tous logez ensemble.”" "

The fullsized cartoons would probably not have
been sent to Tournai from Paris; one may imagine
drawings, petits patrons or larger versions, cribbed from
many different sources. There are, however, elements
in the tapestries that have not been related to any
known drawings. One very conspicuous addition is the
wealth of allegorical beings that have been added in
their entirety to Louis XIV Accepting the Surrender of a
City and in part to The Welcome Given to the King (Fig-
ures 21, 22). Though present only as vague malignan-
cies in the related drawing (Figure 29), the figures are
for the most part well integrated into the designs of
the tapestries and can be supposed to have been
included in the petits patrons. As previously shown, they
can be identified as Avarice, Jealousy, Necessity (what
is unavoidable), Pride, Falsehood, Fraud, and Cruelty.
Could these figures have been placed on the tapestries
as a comment on the political situation in Tournai ten
years after its capture by Louis XIV? The Flemish cities
were well treated by their new rulers, but France was
much closer than Spain, and its regulations were more

stringent and more effectively enforced. “Le Roi ne
veut pas que ces gens-la s’accoutument a raissoner sur
les ordres qu’il recoivent,” wrote the French minister
Louvois in 1671."°* Some markets for industrial prod-
ucts had been cut off and some citizens had lived more
comfortably under the slack Spanish regime. Spanish
secret agents after the conquest found some willing
hearers.'®® Could Behagle have wanted to demon-
strate his loyalty by representing very graphically the
vices of an antiFrench minority in Tournai? The actu-
al conquest of the city a decade earlier, as commemo-
rated in a drawing by Van der Meulen in The
Metropolitan Museum of Art (Figure 34),'”* was not
important to the newcomer Behagle. The prominent
position, dignified bearing, and rich costume of the
foremost man in The Welcome Given to the King suggest
that he represents an important, pro-French citizen of
Tournai at the time when the tapestries were made.
His lack of a sword shows that he is not a nobleman or
army officer. The disappearance of the boy with the
rabbit of the drawing could indicate that the good cit-
izens of a French Tournai had no reason to fear the
king of France.

Another marked difference between tapestries and
drawings is found in Louis XIV Leaving for War (Figures
11, 15) and Louis XIV Accepting the Surrender of a City
(Figures 21, 2g). This is the disappearance of the
nymph or goddess who represents the queen. In Louis
X1V Leaving for War this has been skillfully effected, but
her absence from Louis XIV Accepting the Surrender of a
City has an awkward appearance. If the space that she
would have filled is a reweaving, perhaps she was
removed at the manufactory because she now detract-
ed from the glory of the king, who needed no outside

Figure g5. Francois Bonnemer
(1637-1689) and Francois
Verdier (1651-1730), after

Van der Meulen. Passage du Rhin.
Painted silk, 418 x 645 cm. Paris,
Mobilier National
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encouragement to incline him to benignity. As has
been suggested, all the drawings containing the figure
representing the queen must refer to the Devolution
War of 1667-68. Ten years later such a figure had
become meaningless—the king must stand alone,
uninfluenced by any other being.

There are too many artists who were working at the
Gobelins, both when Behagle was there and ten years
later, for any attribution of the petits patrons of the
Tournai Glorification tapestries to be more than hesi-
tantly suggested. Some, including Vernansal and the
Séve brothers, have been mentioned as providing
designs for his work at Beauvais. Another possibility is
Francois Bonnemer (1637-1689), who specialized in
paintings on silk; he was at the Gobelins in 1675"°®
and was very active there in 1675-88. But it is the
borders of one of Bonnemer’s paintings on silk, the
Marche de la cavalerie commandée par Condé from the set
of the Passage du Rhin, made at the Gobelins in 1682-
84 (Figure g5), that suggest another artist. Bon-
nemer’s central scenes are after Van der Meulen, but
the borders are described in an inventory of cartoons
taken after Le Brun’s death where they are said to be:
“huit enfans dessinez pour les tapisseries sur moire
[the painted silks], par le s. Verdier d’apres led.
deffunt s. Le Brun . . . et autres sujets, qui ont servi a
peindre lesd. tapisseries sur moire, par led. s. Verdier,
qui ont été retouchez dud. deffunts. Le Brun.”*° The
two winged boys standing in the vertical borders of the
Marche de la cavalerie are very similar to the child next
to the king in Louis XIV Leaving for War (Figure 11).
The one on the left of the silk panel is in profile like
the boy in the tapestry; the one on the right has his
legs in the same position, and both have the belt
round the waist as their only clothing. Francois
Verdier (1651—1%720) was very close to Le Brun, who
bequeathed to him and Houasse “tous ses desseins
et bosses”; the king appropriated most of these.'
Verdier was paid for ornamental designs at the
Gobelins in 1671'° and was very active there in the
1680s.'® The flying allegorical figures in Van der
Meulen’s cartoon of the Crossing of the Rhine in
Versailles are believed to be by Verdier; they can be
compared to those in the drawing Louis XIV au siége
d’une ville (Figure 23).""°

Behagle did not list the Glorification tapestries in the
records of his payments for debts, nor did he include
them in the memorandum of his successful sales. It is
possible that, once he had moved to Beauvais, he was
not proud of them. As a Gobelins worker, he well knew
that good design is as essential to a tapestry as good
materials and workmanship; he was clearly justifiably
proud of the artists he would call on at Beauvais. The
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Tournai tapestries, with designs inexpertly adapted
from unrelated drawings, are not as good as the best
Beauvais work (cf. Figures 1, g), a fact of which
Behagle must have been aware.

One can only hazard a guess as to how such a con-
glomeration of ten disparate tapestries, not of the finest
quality, the seven Tournai pieces of the Glorification
(two being repetitions) and three Conquests of Louis
X1V, came, fifty or sixty years after they had been
woven, into the possession of Graf von Bruhl. The
strange mixture of subjects, the different borders, and
the remoteness in time of the scenes depicted, do not
speak well of the taste and discrimination of the pur-
chaser—perhaps he thought he was buying a recent
weaving of the Gobelins History of the King."'' One can
only suppose that all the tapestries were in storage at
Beauvais when an order was received at the manufac-
tory for a large set wanted immediately by a distant
customer. Here was a splendid opportunity to dispose
profitably of some outdated merchandise. Brihl’s
arms were hastily added and the shipment thankfully
dispatched. But the addition of the arms has enabled
a rare set to be identified, and Behagle’s persistent loy-
alty to Louis XIV has been strikingly confirmed.
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