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Directors’ Foreword

Enamels made by goldsmiths of Limoges constitute the
richest surviving corpus of medieval metalwork, both in
number and in range of objects, from book covers to reli-
quaries, from candlesticks to garnitures for horses. Their
survival is due, in no small measure, to their sturdiness. But
this was not the sole quality that made Limoges enamels so
valued in the Middle Ages; even more, they were prized for
their rich colors, highly polished surfaces, glimmering gold,
inventive designs, and appealing narratives. Opus lemovicense
adorned the shrine of Saint Peter in Rome and enshrouded
the tombs of the children of Saint Louis at the abbey of
Royaumont. The universal taste for enamels of Limoges in
the Middle Ages was an international phenomenon of unri-
valed proportions.

The brilliant color of Limoges enamels has long been a
source of fascination. As early as the 1600s their characteris-
tic palette was thought to be the result of the chemical com-
position of the Vienne River, which flows through the city.
Aesthetic and historic interest in Limoges enamels grew in
the eighteenth and nineteenth centuries. Antiquarians prized
their narrative qualities—the depiction of “druidic” culture
and the documentation of ancient costume and manners
and of the rich fabric of chivalric culture. Among recusant
families in England, Limoges enamels at times represented
the last vestiges of a spiritual heritage that had been wrenched
from them, while in the wake of the Wars of Religion and
of the Revolution in France, Limoges enamels were jealous-
ly guarded by the local communities that had owned them
since their creation.

Curiously, early auction catalogues often called these works
“Byzantine.” The active market for them suggests that the
enamels’ “Byzantine” quality, ancient and thus perhaps exot-
ic, may have been part of their allure. It may have been the
exotic decoration and inventive form of enameled crosiers,
combined with the mystical appeal of all things medieval, that
led Eugene Delacroix to make three drawings of Limousin
pastoral staffs. The ensemble of enamelwork brought togeth-
er for this exhibition makes evident how attractive the rich
palette dominated by blues must have been to many nine-
teenth-century collectors, among them French painters and

stained-glass restorers.

Many of the same enamels that were acquired by French
antiquarians, collectors, and painters now form the nucleus
of the exceptional holdings of the Louvre, which benefited
from the acquisition of the Durand and Révoil Collections
in 1825 and 1828, respectively. The most important of the
later acquisitions, bequests, and gifts was that of Victor Martin
Le Roy in 1914. In New York the strength of the Metropolitan
Collection is due largely to the gift of J. Pierpont Morgan,
the great American collector who seems to have consciously
tailored his acquisitions to mirror the taste of an erudite
prince. He bought the collection of Georges Hoentschel,
en bloc, at auction in Paris and purchased equally fine pieces
from Paris and London dealers. His legacy to the Metropolitan
is a collection of Limoges enamelwork unrivaled outside
France.

Yet while avidly collected and widely exhibited in the
nineteenth century, enamels created by Limoges artists are
today little known outside academic circles. Since the turn
of the century the only exhibitions devoted to them have
been those at Limoges in 1948 and at the Vatican in 1963.
The collections of the Louvre and of the Metropolitan, sim-
ilar in overall number and serendipitously complementary
in strengths, form the basis for our collaboration and pro-
vide the core of this exhibition. To present a more complete
history of the enameling of Limoges, we turned to sister
institutions and private collections in Europe and the
United States, and we have been astonished by the gener-
osity of their response. But we owe a special debt to the
churches and communities that have safeguarded the her-
itage of Limoges for the last eight hundred years and that
have entrusted their works of art to us for a time. These
loans and our own collections form an ensemble of extraor-
dinary works, the taste of Europe for better than two cen-

turies and a precious heritage today.

Philippe de Montebello
Director,
The Metropolitan Museum of Art

Pierre Rosenberg
Président-directeur,

Musée du Louvre
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Transatlantic Crossings of the Art of Limoges

MARIE-MADELEINE GAUTHIER

Could it be that the transatlantic friendships of yesteryear,
which grew from a common love and study of /'Oeuvre de
Limoges, the remarkable enameling produced in Limoges
during the Middle Ages, were sending a message to
younger readers of this catalogue? Was it a mere coinci-
dence of publishing schedules that special sets of color
photographs from the Biblioteca Apostolica Vaticana
reached the Corpus des Emaux Méridionaux on the very
day in July 1995 that I was completing my biographical
portrait of Frederick Stohlman in these same pages? Is it
only by chance that he is our protagonist among the actors
playing scholarly roles in the historiographic production
of which the organizers have solicited a plot summary in
the guise of an introduction?

On October 25, 1938, in Princeton, Frederick Stohlman
signed his preface to the second volume of the Catalogo
del Museo Sacro della Biblioteca Apostolica Vaticana entitled
Gli Smalti del Museo Sacro Vaticano (Enamels in the
Museo Sacro Vaticano), published by order of His
Holiness Pope Pius XI. The work appeared in 1939. This
elegant quarto volume, whose printing was completed on
April 30 of that year by Sansaini & Co., catalogued 144
enameled objects. With sixty-seven pages of text, the book
included thirty-seven comparative illustrations on thirty-
one plates, and among the 144 enameled works in the cat-
alogue, fifty-three were of Limousin champlevé, including
thirteen previously unpublished fragments. The young
American scholar first acknowledged his mentor, Professor
Charles Rufus Morey, “founder and organizer of the
department of medieval studies at Princeton University,”
and then thanked the eminent French scholar and curator
Jean-Joseph Marquet de Vasselot for the “help and advice”
he had provided over the years.

Even more striking today is the recognition he gave, on
the eve of World War II, to two specialists in the study of
early medieval art, André Grabar and Fritz Wolfgang
Volbach. The former, originally from Kiev, had studied in
Prague and was then a professor at the University of
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Strasbourg; the latter, having been forced to leave the
Berlin Museum, became an assistant at the Museo Sacro
Vaticano. Ten years later these two specialists confirmed
their European vocation by taking charge of the interna-
tional cataloguing project which had begun spontaneous-
ly in 1948 in the museum and library at Limoges, and
which would become the Corpus des Emaux Méridionaux.

It was in New York, in the Print Department at the
Metropolitan Museum, that Stohlman found important
documentary evidence concerning engraved models for
Renaissance Limousin enamels. In London he also
obtained documents and advice on Limousin enamels
from the collector W. L. Hildburgh, although he thor-
oughly disagreed with the Spanish attributions made by
that author in 1936. His style of citing works in abridged
form in the text inaugurated the economical bibliograph-
ic practice that was first adopted by the Arz Bulletin, and
later by other reviews publishing academic research in the
form of innovative articles.

Half of Stohlman’s forty references are to books and
articles by scholars from the Limousin: Ernest Rupin,
Charles de Linas, and those who, since 1845, had pub-
lished in the Bulletin de la Société archéologique et his-
torique du Limousin, notably the prolific Msgr. Barbier de
Montault. An exemplary printed and illustrated book
from the first half of this century, Gli Smalti del Museo
Sacro Vaticano, portrays the tormented journeys of these
medieval treasures to their present abodes, a panorama
that stretches from the most venerable religious sanctuary
of Christian Europe (the Vatican) to the sanctuaries of the
fine arts built in the United States toward the end of the
at their forefront, The

second millennium, and,

Metropolitan Museum of Art in New York.

National Treasures and the Fate of Limousin

Enamels of the Middle Ages

The art of enameling on copper, perfected in southwest-
ern Europe from the twelfth to the fourteenth century and



practiced with astonishing continuity in Limoges, has
been qualified in our time as either “decorative” or “indus-
trial,” because of the remarkable volume of production of
these southern workshops.

It was only after the French Revolution, after the waves
of iconoclastic vandalism, irreverent abandonment, dis-
mantling, salvaging of metal, in short, after so much inex-
piable destruction, that, little by little, connoisseurs,
scholars, and the inquisitive began to realize just how
numerous these works were. These losses notwithstand-
ing, the Corpus numbers nearly eight thousand individual
specimens that are localizable today.

The maintenance of written legal records has served as
a link, a sort of spiritual genealogy, between the authors of
medieval inventories and the scholars of modern times,
from the inventories made by the dean of the chapter of
Saint Paul’s in London in 1298, by the secretary of Msgr.
Massillon during the episcopal visit to his diocese of
Clermont in 1723, and by the notary of Clement XIII in
1761, right up to Abbé Jacques-Rémi Texier, who in 1835
began scouring the rural churches of the dioceses of
Limoges and Tulle, and to Louis Guibert, who chronicled
the destruction of the order of Grandmont.

For that precious patrimony, later generations contin-
ued to provide faithful trustees who traveled through the
country, opening cupboards in rectories and drawers in
sacristies, counting liturgical vases, reliquaries, and candle-
sticks. Antiquarians or connoisseurs, experts or wayfarers,
they observed, took notes, and made drawings, as did
Auguste Bosvieux, archivist of the Creuse.

They entrusted their accounts and detailed descrip-
tions of archaeological discoveries to the journals of schol-
arly societies, first in Limoges and then in the Poitou,
Charente, Auvergne, Anjou, Normandy, and Morinie.
Regardless of the prevailing forms of government, the
nineteenth century embraced the revival in Romantic
Europe of the taste for enameled objects considered
“Gothic” or “Byzantine.” These were the words used to
designate Limousin enamels sold at auction, in London
and especially in Paris. Then, in 1827, the painter Pierre
Révolil offered the king of France the enamels that he had
collected in Provence; it was his donation to the Palais du
Louvre that conferred national recognition on the Alpais
ciborium (cat. 69), “made in Limoges” and recovered from
the former Benedictine abbey of Montmajour, near Arles.

During the nineteenth century there were nearly four
hundred public exhibitions in Europe that included
champlevé enamels from Limoges. The earliest, in Lyons
in 1827 and 1837, were charitable in intent, while the later
exhibitions were directed toward the technical instruction
of artists in the leading industrial cities of England.
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Beginning in 1863 in Paris, these events became increas-
ingly sumptuous and ambitious in scope and were conse-
quently entitled “universal” exhibitions.

It should be recalled that the Church had always
offered pilgrims an opportunity to gaze upon and at times
to touch its sacred vases, altars, crosses, and reliquaries—
treasures made of gold or silver, precious stones, ivory, and
enamels rich with narrative, which concealed even more
precious treasures, the relics of saints. From 1180 to 1220
two or three of the principal workshops in Limoges had to
respond to the largest demand ever stimulated by the
political, royal, and papal cult of a martyr-saint: fifty-one
reliquary chasses of Saint Thomas Becket exist and have
been fully catalogued. The Corpus of enamels has added
twenty examples to the series catalogued by Tancred
Borenius in 1931. For the clientele of the enamelers of
Limoges, in about the year 1200, the tragically successful,
and almost contemporaneous, murder of the archbishop
of Canterbury in his cathedral far surpassed in importance
the memory of the passion of Saint Stephen, the pro-
tomartyr and patron of the cathedral in Limoges
(Stephen’s story was no less dramatic [see cat. 16], but it
had occurred at the time of the evangelists). Becket’s his-
tory eclipsed even the edifying legend, promoted by
Eleanor of Aquitaine and the Plantagenets, of Saint
Valerie, herself the daughter of a legendary duke, who
devoutly carried her own severed head to her bishop,
Martial of Limoges, thus becoming the protomartyr of
Aquitaine (see cats. 20, 85).

The liberality required of a prince demanded that the
gold and silver plate, candelabra, heraldic achievements,
and precious finery of the lord and his lineage be displayed
on festive occasions. Similarly, by exhibiting the fine litur-
gical vessels or secular furnishings used in ancient cere-
monies, the democratic twentieth century means to show
the workings of art and to inspire a taste for beautiful
objects, while making each visitor a citizen of the world.

In Paris, about 1820, the visual impressions of the first
connoisseurs to espouse the “troubador” fashion were,
alas, as fleeting as those retained from a pilgrimage, as
ephemeral as those made on social visits to the cabiner de
curiosités in the abbeys of Sainte-Geneviéve or Saint-
Germain-des-Prés, as unstable as the parcels of objects
that were exchanged, bid upon, or dispersed through pub-
lic auction or the division of estates. The erudite antiquar-
ian and inquisitive layman, however, longed for the
permanence of what republican and Neoclassical convic-
tions designated as a museum.

The hero of the Gothic Revival was Alexandre Du
Sommerard, who in his youth volunteered as a soldier in
the French Revolution, then left military service for the



Cour des Comptes in 1807, and distinguished himself as a
royalist after the fall of Napoleon. Long enamored of the
Middle Ages, he acquired the Parisian hotel (residence) of
the abbots of Cluny. This lodging, built over the ruins of
the Roman Baths of Lutetia ( 7hermes) between 1485 and
1498, was in 1834 the most appropriate site for the collec-
tion of this informed archaeologist and shrewd connois-
seur. The most famous spoils of the treasury of
Grandmont—the plaques from the main altar, which had
been dismantled in 1792—came into his possession in
1841 (cat. 57). Upon Du Sommerard’s death in 1842, the
city of Paris bought the hétel and his collection, which,
ceded to the state with the ruins of the baths, became the
Musée de Cluny. The first curator was the architect
Edmond Du Sommerard, son of the founder. For the sov-
ereigns and magistrates in many Western capitals, the
Musée de Cluny came to represent the model of a histori-
cal and archaeological repository of the arts of the Middle
Ages, from Late Antiquity to the Renaissance. The collec-
tion of some two hundred Limoges champlevé enamels on
copper remains the most archaeologically representative of
its kind.

The initial presentation, although modified by later
additions and reinstallations, was didactic in inspiration.
Technical considerations, stylistic criteria, and chronolog-
ical classification served alternately as standards of
arrangement. But could the visitor without instruction
commit this information to memory? In their descriptions
of objects, in lithographs, and in printed catalogues
accompanied by colorplates, other museums would follow
the example set by Alexandre Du Sommerard and his son
Edmond, from 1834 onward, in their publications con-
cerning the Hotel de Cluny and the Palais des Thermes
and in the six volumes of the Arts au Moyen /fge, which
appeared from 1838 to 1846.

From the Belle Epoque to the Great War

The “mobilization” of Limoges enamelwork in the nine-
teenth century soon brought a call to action from the
“bourgeois conquerors,” as Fernand Braudel called them.
Two of note were the reputed author Ferdinand de
Lasteyrie and as of 1842, the future industrialist David
Haviland, who established by sailing ship or steamer a
propitious coming-and-going for the “arts of the kiln”
(enamelwork and porcelain) between Limoges and the
East Coast of the United States. As early as 1884 the
Wadsworth Atheneum in Hartford, Connecticut, had
acquired a Limousin champlevé enamel medallion. About
the same time the Haviland factory made plaster casts of
the plaques of the chasse of Le Chalard (fig. 1184) in the
interests of the exhibition of enamels at Limoges in 1886.
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Knowledge of the Limousin patrimony would increase
under the Third Republic: with the use of early invento-
ries and liturgical and iconographic commentaries as
sources, the history of the enamels began to unfold. Well-
traveled scholars, such as Charles de Linas and Xavier
Barbier de Montault, compiled lists of collections
throughout Europe. Their surveys and discoveries provid-
ed the foundation for the decisive work carried out by
Ernest Rupin. A competent scholar and skilled draftsman,
photographer, and engraver, Rupin endowed French
archaeology with the first illustrated monograph on the
cloister of Moissac. He applied the experimental methods
of the naturalist to art objects, classifying works in enam-
el according to categories determined by their original
purpose, decoration, and destination. Along these
extremely useful lines he conceived his fundamental
L'Oeuvre de Limoges, which was issued in Paris in 1890 by
Alphonse Picard, publisher for the National Archives and
for the Society of the Ecole des Chartes, the prestigious
training school for French archivists established by
Napoleon. As only two hundred copies of this massive vol-
ume were printed in Brive-la-Gaillarde (Correze), under
the daily supervision of the author, this book is a treasure
for both the bibliophile and the connoisseur of enamels.

At the end of the nineteenth century one could admire
in Saint Petersburg the collection of enamels given to the
czar for the Hermitage Museum by Alexandre Basilewsky,
the Russian mining industrialist who had acquired them
in Paris in 1861 at the sale of the collection of Prince
Soltykoff. Emile Molinier was preparing his monumental
Histoire de [orfévrerie (History of goldsmiths’ work),
which would appear in 1903. He traveled to Poland to
study and describe the enamels that had been brought
back after 1871 by the Czartoryski princes from the Hotel
Lambert, their Parisian residence. The works acquired by
Isabelle Czartoryski, Countess Dzialinska, especially in
1858, at the sale of the collection of Albert Germeau, the
late former prefect of the Limousin, and also in 1865, were
displayed at Goluchow Castle near Poznan; the part of the
collection acquired by Prince Czartoryski, head of the
family in Krakéw, benefited from its legal status as an
inalienable foundation, which had been conferred on it by
the Austro-Hungarian Empire.

The descriptions of enamels written by Emile Molinier,
curator at the Louvre, were models of the structural preci-
sion taught by Alexandre de Laborde and then Alfred
Darcel, his predecessors in the Département des Objets
d’Art. They recorded the exact artistic and technical
appearance of the objects that were later subject to tragic
depredations when Poland was occupied during the two
world wars. Beginning in 1939, the difficulties of protecting



Goluchow Castle led to the dispersal—to Boston,
Minneapolis, and Paris—of the beautiful and enigmatic
appliqué groups by the Master of the Passion (cats. 119d, 122).

The pivotal Exposition Universelle of 1900 in Paris
inaugurated a new phase in the political and financial
organization of such economic and didactic events. New
works of art came to light; the tastes of many collectors
were revealed through exhibitions, and the generosity of
some patrons was unveiled—not only did they collect
choice objects, but they also sponsored the study of these
works, fostering the vocations of historians of the art of
enameling. At the Villa Madrid, the residence of the
Martin Le Roy family in Neuilly, outside Paris, there were
many remarkable enamels, including those acquired at the
sale of the Frédéric Spitzer Collection in 1893. The master
of the house knew the young historian Jean-Joseph
Marquet de Vasselot; he admired the soundness of
Marquet de Vasselot’s ideas, as expressed in the chapter on
Oriental influences in André Michel’s Histoire de [’Art,
published in 1905. He noted the intellectual rigor that, in
1904, had led Marquet de Vasselot to choose vermiculé
work as a suitable element in the “paleography of orna-
ment” for characterizing and dating a significant group of
Limousin reliquaries.

In 1906 Marquet de Vasselot published Orfévrerie et
émaillerie (Goldwork and enamelwork), the first volume
of the Catalogue raisonné de la collection Martin Le Roy.
Then, as if in a romance by Chrétien de Troyes, the great
collector gave his daughter Jehanne in marriage to the
young scholar. Marquet de Vasselot was then honing his
expertise at the Bibliothéque Nationale by compiling in
his own hand an extensive chronological card index of cat-
alogues of public auctions; until that time, this invaluable
resource—an unclassified section of the main reading
room, or Salle des Imprimés (printed books division)—had
been sorely neglected. During these same years he began
to inventory the archaeological and historical journals in
the Département des Périodiques, systematically classify-
ing his findings in a subject index. At the Musée National
du Louvre, to which he was assigned, he published his
Catalogue sommaire de lorfevrerie, de [émaillerie et des
gemmes, du Moyen Age au XVII siécle (Summary catalogue
of goldsmiths” work, enameling, and precious stones from
the Middle Ages to the seventeenth century) in 1914, in
which he classified works according to schools. Limoges
champlevé enamels are included in it and sometimes illus-
trated (nos. s1—111).

During the Belle Epoque the fate of the oldest and
rarest enamels on copper which were attributable to
southern France and still on the market was sealed
between Paris and New York. In 1911 the decorator and
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architect Georges Hoentschel underwrote the publication
of a series of lavish volumes devoted to his holdings,
Collection Georges Hoentschel. The introduction and com-
mentaries by André Pératé were accompanied by plates
with hand-colored illustrations. Was it this refined presen-
tation that convinced the American financier J. Pierpont
Morgan to buy the complete set of objects that appeared
in volume two, Emaux du XII au XIV® siécle (Enamels of
the twelfth to the fourteenth century)? In any case, in
1917, that fateful year in world history, Morgan’s splendid
donation of enamels was received at the Metropolitan
Museum. This lot of some one hundred cloisonné and
champlevé enamels on copper included the oldest and
rarest examples of southern European enamelwork: the
incunabula attributable to the monastic workshop of
Saint-Foy of Conques in the Rouergue, active from the
early twelfth century (cat. 8e—i). These plaques and
medallions confirmed the hypothesis that there were dis-
tinct masters; their works would propagate two different
graphic and chromatic modes, one of which found root in
Limoges and the other in Silos and Castile.

Enamels as the Furtive Tokens of Peace

Place and movement, these are the antithetical yet com-
plementary principles that instilled a fertile tension
between the sacred sites where the holy bodies of the
saints reposed, attracting pilgrims, and the routes by
which these travelers brought back fragments of venerated
relics to far-flung destinations, where new cults of worship
developed. For the precious treasures of the Old World,
the same proverbial couple, motus/locus, characterized,
during the years 1919—40, the dynamic relationship that
existed between the attractions of the marketplace and the
stable and secure havens represented by the newly found-
ed museums of the United States. The dealer was called
upon to be a connoisseur, and the expert was required to
provide documentary and textual references: Stora, Brimo
de Laroussilhe, Landau, and Ratton, those modern pil-
grims of enamels, carried letters, notes, history books, and
catalogues in their steamer trunks.

In 1925 Picard published Marquet de Vasselot’s treasure
trove of references, the Bibliographie de lorfévrerie et de
lémaillerie francaise (Bibliography of French goldsmiths’
work and enameling) for the Société Francaise de
Bibliographie. The author donated copies both to
Limoges and to Princeton, initiating a protocol for the
transatlantic exchange of information, whether in the
form of card files or printed books. Marquet de Vasselot
established himself in London and Paris as the leading
European expert in the ceramic arts and enamelwork. A fel-
low of the Society of Antiquaries in London and resident



member of the Société Nationale des Antiquaires de
France, he divided his labors as connoisseur and author
between formal classification and stylistic attribution,
between cataloguing groups of works and writing mono-
graphs on specific objects. Finally, by studying the evi-
dence of funerary archaeology, he attempted to
reconstruct the complete provenances of objects, tracing
them back to their original owners. The last work to be
published during his lifetime was the 1941 Crosses limou-
sines du XIIT siécle (Limousin crosiers of the thirteenth
century). Here, priority is given to classification by
iconography, which not only facilitates identifications but
also helps to establish chronologies of related objects by
means of comparisons; furthermore, it sheds incidental
light on ecclesiastical history and the aspirations of a
medieval clientele that was dispersed throughout Europe.
The dire international situation and the tragic circum-
stances of World War II prompted Marquet de Vasselot to
express, as if in a will, his final scholarly opinions in the
introductory chapters of Crosses. He had established a
definitive rearrangement for five arched plaques inscribed
with the names of the enthroned saints. These remnants
of an apostolic program (cat. §8) were probably adorn-
ments of the main altar at Grandmont and would have
included among their number a plaque now in Florence
bearing the image of Saint Martial, inscribed Apostolus
Christi, making up the baker's dozen so typical of
Limousin works (see Barri¢re, below p. 20, and cat. 58).
Similar considerations governed the cataloguing of the
Limousin gemellions, which Marquet de Vasselot under-
took with the heraldry expert Max Prinet; their publica-
tion was entrusted to Pierre Verlet in 1950 by Mme
Jehanne Marquet de Vasselot. To the Département
des Objets d’Art at the Louvre would fall the task of eval-
uating how Limousin enamelwork was received by lay
society in the thirteenth century, as revealed by secular
imagery, courtly literature, and heraldry. During the 1930s
Limoges inspired a new American scholar, Marvin
Chauncey Ross. He was welcomed into the fold by
his compatriot William Haviland, head of the indus-
trial dynasty that had founded the famous porcelain
factory in 1858. Ross assiduously explored the churches of
the Auvergne and the Limousin and the archives of
the Haute-Vienne; in the latter he pored through the
carnets compiled by the sedulous nineteenth-century
archivist Bosvieux and discovered, for example, that the
dismantled plaques reassembled as a chasse at the
Metropolitan Museum (cat. 10) had belonged to the
church at Champagnat in the Creuse in the nineteenth
century. He gleaned historical data from the perusal
of hundreds of pages in the bulletins of the scholarly
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societies of Limoges, Guéret, Tulle, and Brive. Elected a
member of the Société Archéologique et Historique du
Limousin, he argued that Limousin art had spread to
Lower Saxony as well as to Aragon, Galicia, and Catalonia
during the time of Henry the Lion (r. 1142-80), and he
discussed the question of Spanish workshops at length
with W. L. Hildburgh.

By the 1950s many of the most beautiful enamels had
crossed the Atlantic and were in museums on the East
Coast of the United States. The Walters Art Gallery in
Baltimore appointed Ross curator of its collection of early
Christian and medieval antiquities, which included many
important Limousin enamels; the collection formed a
counterpart to the admirable trove of fine bindings and
illuminated manuscripts long under the custodianship of
Dorothy Miner. For a while Ross diverted his attention to
supervise the collection of nineteenth-century sculpture
by Antoine-Louis Barye. He returned to his predilection
for Byzantine art with the Council of Europe exhibition
held at Athens in 1964 and with his catalogues for
Dumbarton Oaks in Washington, D.C. Faithful to the
Limousin “Byzantine enamels,” he was among the first to
visit the memorable exhibition “Limousin Enamels of the
Twelfth, Thirteenth, and Fourteenth Centuries,” held in
the Musée Municipal de I'Evéché at Limoges in 1948.

International economic crises, bloody dictatorships,
spoliations, persecutions: peace was precarious in Europe,
in contrast to the polite exchanges between the defenders
of monumental archaeology. Nationalistic claims regard-
ing the first Romanesque art were made by France and
Spain at Yale and Harvard. The guests from Paris, Henri
Focillon and Marcel Aubert, entered into competition
with Kenneth John Conant and Arthur Kingsley Porter.
José Gudiol, who had managed to photograph most of the
enamels preserved in Catalonia for the Amatller Institute
of Barcelona during the Spanish Civil War, had been con-
demned to death; in exile he frequented the Hispanic
Society of America.

Physicists, archaeologists, historians, and philosophers
were expelled from Germanic countries, where they were
threatened by Nazism, and immigrated to Anglo-Saxon
nations; most were Jews; all were confirmed democrats.
The Warburg Institute was established in London. Art
historians from Berlin, Frankfurt, Hamburg, Leipzig,
Dresden, and Vienna left Germany and Austria forever.
To the passengers landing in New York, the Statue of
Liberty loomed as a monumental icon of political and
intellectual hope.

They transmitted their knowledge to many in
America, who soon became their disciples, and they
brought to the universities proven scientific methods and



to the museums curatorial expertise and experience with
collectors. Their books and articles were catalogued and
read in model libraries: Columbia, Harvard, Yale, and
Princeton provided studious readers free access to their
stacks.

The career of Georg Swarzenski, always linked with
that of his son Hanns, seems exemplary in this context.
Scholars of rare stature, captivated by the beauty of works
of art, they loved to share their knowledge and apprecia-
tion and did so with great enthusiasm and irony. Georg
was born in Dresden in 1876, received a doctorate in art
history in Heidelberg, moved to Berlin to become an assis-
tant at the Kaiser-Friedrich Museum, and was made direc-
tor of the Stiddelsches Kunstinstitut in Frankfurt in 1906
and of the municipal museums in 1928. The wealth of his
experience was reflected in his personal photographic
library, which Hanns continued to expand. Forced to
resign in 1937, Georg became a research fellow at the
Boston Museum of Fine Arts, where he undertook the
challenging task of forming a collection, based on
European models, that would rival those at the other new
American museums.

During the war the invasions of European countries
resulted in the plundering of collections and the dispersal
of royal treasures, such as the Welfenschatz (Guelph
Treasure). In Boston, however, Georg Swarzenski succeed-
ed in bringing together works evoking the princely
patronage of the Guelphs and the Hohenstaufen and that
of their allies or enemies, the Plantagenets and the
Capetians. But he did not forget the southern charm of
the Limousin Eucharistic dove, formerly in Erfurt (now in
a private collection), and in 1949 he wrote to Limoges to
inquire about the Baptism of Christ (cat. 122) and later
acquired this exceptional relief. I was able to identify
the earlier provenance of this Baptism plaque in the
Goluchow catalogue, not without a certain pride.

A trésor imaginaire of objects from the Romanesque
period—enamels, bronzes, ivories, and goldsmiths’
work—took shape in Hanns Swarzenski’s Monuments of
Romanesque Art: The Art of Church Treasuries in North-
Western Europe (1954). He carried his vision of the treasury
everywhere—to exhibitions, colloquia, and friendly gath-
erings—mischievously questioning his best-informed col-
leagues about the true antiquity of famous masterpieces.

The Institute for Advanced Study, founded in 1930 in
Princeton, was a village of scholars a short distance from
the Neo-Gothic buildings of the university, where gradu-
ate students might meet Jacques and Raissa Maritain
engaged in sacred dialogue with Thomas Aquinas. The
members of this learned community, trained in a broad
range of liberal arts, resolved themselves by cooptation
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into a new order. The major modes of learning distributed
the adept in three schools—mathematics, physics, and
history—but the statutes allowed friendships to flourish
independently—witness the example of Albert Einstein
and Erwin Panofsky. Members of the Institute participat-
ed in research seminars conducted by other university fac-
ulties, such as that of art history, where Professor Morey
had laid the foundations for the Index of Christian Art.

At the Index, realia, works in diverse arts, were under-
stood as corporeal embodiments that gave images and
their conceptual content not only form but also beauty.
This inventory of medieval Christian art was intended
to document every photograph with relevant biblio-
graphical references. Kurt Weitzmann, who with Adolf
Goldschmidt had just completed the multivolume Elfen-
beinskulpturen (Ivory sculpture), ensured a place for the
study of ivories at the Institute for Advanced Study.
Frederick Stohlman was entrusted with the international
repository of enamels.

Transatlantic Shuttles Between Paris and New York
The roughly two hundred Limousin enamels exhibited
during the summer of 1948 at the Palais de I'’Ancien
Evéché in Limoges bore witness to the renewal of an
Atlantic alliance in the arts. The works seemed like the
tokens of a newfound peace. Pierre Verlet had responded
in 1948 to the proposal of Serge Gauthier, curator of the
municipal museum in Limoges. Visitors from Great
Britain and the United States attended the opening of the
exhibition. Over the summer photographers from France,
the United States, and the Netherlands took pictures in
color and in black and white. The finest were published by
Gérard Le Prat in 1950 in Emaux limousins des XIF, XIIT,
XIV® siécles, with a preface by Pierre Verlet; the book in-
troduced the practice of using Ektachromes for color illus-
trations (the proofs were prepared by Mourlot Freres). All
the proofs and the slides were catalogued in the municipal
library of Limoges, complemented by indispensable local
and international bibliographical references. Charles Oman
and William King in London, Erich Meyer in Berlin and
Hamburg, and Léon Dewey in Ligge graciously provided
full sets of photographs of the Limoges works in their
museums. In 1952 a new UNESCO regulation allowed the
municipality of Limoges to purchase pictures from photo-
graphic archives not only in Paris but also in Brussels and
in Munich. Lastly, Marvin Chauncey Ross provided a list
of the American museums that owned enamels.

Frederick Stohlman traveled every year through a now-
peaceful Europe, examining and photographing enamels,
which were his special interest at Princeton University. It
was from Princeton that his disciples set forth to museums



in New England and the Midwest; to France, England,
Italy (his adopted country), Spain, Switzerland, and
Scandinavia—all were methodically explored. In Sweden
the publication in 1951 of Reliker och relikvarier fran
Svenska Kyrkor, tillfillig utstallaing by M. Rydbeck, M.
Thordeman, and Q. Kallstrém prompted Stohlman to
praise the objective of the Swedish Nationalmuseum,
which was to reunite and conserve those objects that long
ago had strayed north of the Baltic (Norway, although
Lutheran as well, had left its Limousin treasures in its
Stavekirke [stave churches]). In Copénhagcn the task was
easier, for in 1696 the Danish king had the royal collec-
tions consolidated and housed in the Kunstkammeret of
the Royal Library, and described in Museum regium seu,
catalogus rerum tam naturalium quam artificialium.

“Freddy” Stohlman retired in 1961 but continued to
contribute new documentary photographs to the Index of
Christian Art. He traveled to Switzerland with his family.
He had met his wife in Rome, about the time that
Cardinal Spellman, archbishop of New York, donated the
first file-card copy of the Index to the Vatican Library.
Stohlman later went on to Limoges to check the docu-
mentation of the photographic collection of enamels.
Julien Cain, general administrator of the Bibliotheque
Nationale, with grants from the Centre Nationale de
Recherche Scientifique (CNRS), had arranged for the
endowment of the nascent enterprise that was already
being called the Corpus des Emaux (Corpus of enamels),
by analogy with the Corpus Vitrearum Medii Aevi
(CVMA) and with Jean Porcher’s grand project of pho-
tographing illuminated manuscripts in France.

Absorbed by classifications, subject indexes, and the
analysis of periodicals—in short, fascinated by cata-
logues—the librarian Julien Cain enthusiastically accept-
ed the cooperative project. In a studious alliance begun in
1957, we would carry forward together the Census devel-
oped at Princeton.

In 1948 James J. Rorimer of the Metropolitan Museum,
who had played a vital role in the restitution of works of
art after World War II, visited Limoges for the first time,
spending almost a week at our exhibition. He was eager to
discover an unknown masterpiece in our newly liberated
provinces but only, he joked, if it were on the scale of the
Ambazac chasse (cat. 55). The Morgan Wing at the
Metropolitan Museum had been open since 1925, and vis-
itors consulted the handbook by Breck and Rogers to
guide them through it. In 1941, the third volume of the
Catalogue of the Collection of George and Florence
Blumenthal was published. In that same year, Rorimer
complemented the Morgan Collection of enamels with
several rare and early vermiculé pieces received as gifts

19

from that collection. He had pushed forward the con-
struction of The Cloisters in Fort Tryon Park in order to
have a place to display the collections of French monu-
mental sculpture and tapestries, as well as a small treasury
of Limoges enamels.

William Forsyth, who had completed his studies at the
university in Princeton, where his family lived, marked his
arrival at the Metropolitan Museum in 1946 with an arti-
cle on the new installation of enamels. With the flair of an
archaeologist, he raised the long-debated question of a
Celtic origin for the technique of enameling in red and
sometimes in white or blue on small bronze champlevé
vases, at the same time treating an unpublished object that
was as rare as it was representative. But his predilection
was for late medieval sculpture. Throughout his career he
made discoveries and astute attributions. His work often
took him to France, where, as a member of the Société
Frangaise d’Archéologie and a close friend of its director,
Francis Salet, he continually added to our knowledge of
sculptural monuments in Champagne and in Lorraine. To
this day he regularly contributes commentaries and aes-
thetic exegeses on these sculptures. In The Pieta in French
Late Gothic Sculpture, Regional Variations (1995), he devot-
ed a long chapter to Gascony and the Limousin.

On the banks of the Hudson Bill Forsyth directed The
Cloisters, that great theater of the arts of the Middle Ages,
with serenity during the administrations of James Rorimer
and Thomas
European visitors to make their own discoveries.

Hoving. He generously encouraged

Medievalists, racing back and forth from the Morgan
Wing to the Pierpont Morgan Library, could meet leisure-
ly in his office. The courteous camaraderie that prevailed
under the Metropolitan’s auspices brought together the
critical tradition of scholarly exchange and the discreet
generosity of the connoisseur. The rigorous confidentiali-
ty of the art market in New York conformed to the cus-
toms of London, Paris, and Munich. Vera Ostoia and
Carmen Gémez-Moreno shared responsibility for the
Limousin collection: the former took charge of painted
enamels and the latter, of champlevé enamels, in what was
an amiable sharing of personal experience and technical
investigation. Philippe Verdier, working at the Walters Art
Gallery, often came from Baltimore to join his compatri-
ots, for, together with André Chastel, Georges Gaillard,
and Louis Grodecki, he was among the most loyal disci-
ples of Henri Focillon, the illustrious historian of medieval
art and professor at the College de France, who took a
chair at Yale in 1939. He died in New Haven in 1943, but
his doctrine, “The Life of Forms,” which continued to be
taught at the university, radiated throughout the United
States.



Exhibitions of Limoges Enamels and Their Reflection
on Books and Catalogues, 1963—95

Over the last twenty-five fruitful years art historians have
coordinated professional committees under the auspices
of UNESCO. The CIHA (Congres International
d’Histoire de I’Art) met in Paris in 1958 and in New York
in 1961—both propitious occasions. At that time the
Comité Frangais (CFHA), under the aegis of the new
Ministry of Culture, recently founded by André Malraux,
requested that all archives, libraries, museums, historic
monuments, and public institutions that held source
material indispensable to art and archaeology coordinate
their initiatives. Curators on all levels were asked
to work in concert with university professors and
researchers, regardless of their national affiliations, be
they “foundations,” “centers,” or “academies.” The
Zentralinstitut fiir Kunstgeschichte in Munich endowed
the history of Western art with a kind of epistemological
balance bar, linked on the one hand to the Institute of
Fine Arts at New York University and on the other to
Princeton and the Institute for Advanced Study, thanks to
the generous ubiquity of Willibald Sauerlinder. The
Metropolitan Museum invited visiting German scholars
to work on cataloguing the collection in their areas of
specialization.

Erich Steingriber, former director of the Germanisches
Nationalmuseum in Nuremberg, participated in 1946 in
the twenty-first CIHA Congress in Bonn, the subject of
which was Westeuropaisches Kunst im 1200 (Western
European art in 1200); in 1967 he published his decisively
synthetic study of enamels in the article “Email” (Enamel)
in the Reallexikon zur deutschen Kunstgeschichte (Lexicon
of German art history). For a year he worked in depth on
the Metropolitan’s collection, after which Dietrich
K6tzsche succeeded him in 1967 for a semester. Hermann
Fillitz came from Vienna to study the insignia of the Holy
Roman Empire and other regalia that had immigrated to
the New World. At the time the concepts of “rupture” and
“continuity” in the life of forms dominated research, and
this approach shaped the unforgettable exhibition “The
Year 1200,” for which Florens Deuchler was engaged as
curator in 1970. Teaching in Geneva, he had just pub-
lished his thesis on the Ingeborg Psalter, which established
important chronological signposts for the years 1180 to
1215. “Homo helveticus,” as he jokingly characterized him-
self, Deuchler was instrumental in forming in Switzerland
a melting pot of multilingual scholars from Bern, Zurich,
Basel, and Riggisberg, who knew how to coordinate, as
Robert Hahnloser did for the CVMA, their intellectual
and financial resources.

Semiprecious yet sturdy, Limousin enamels regularly
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made European exhibitions sparkle with their azure and
gold. In 1961, they were present at “Arte Romanico,” orga-
nized in Barcelona in a heroic wager undertaken by
Catalonia and the Council of Europe (the catalogue, how-
ever, was not published until 1963). In France enamels
were exhibited almost every year, but especially in 1965,
when they were included in the exhibition of the royal
collections of Denmark at the Louvre and in that of the
treasures of the churches of France. In 1963 France dis-
played enamels, with their brilliant and almost other-
worldly polychromy, at the Vatican. Under the aegis of the
Council of Europe, the exhibition “UEurope Gothique,”
which opened in May 1968 in Paris, dared to juxtapose,
albeit on a modest scale, the metal “hardware” of
Limousin tomb effigies with dazzling marble sculptures
from Italy, a confrontation similar to the subtle counter-
point that Cesare Gnudi orchestrated for Duecento paint-
ing. At all these events scholars working with the Corpus
of Enamels studied, observed, compiled lists, and drafted
or translated entries in exchange for good photographs.
The annual Enamel Symposium, which since 1979 has
brought together specialists in medieval enamelwork at
the British Museum, has afforded the Department of
Medieval and Later Antiquities the opportunity—on the
Stratford—to exhibit the Keir

Collection, the most important modern collection of
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champlevé enamels. In 1963, I relinquished my post as
librarian in Limoges and became affiliated with CNRS;
my mission was to complete the photographic and docu-
mentary inventories of the Corpus, country by country, in
preparation for a catalogue raisonné in which all the pieces
would be described and grouped in Cartesian fashion.

Upon the recommendations of Francis Wormald,
André Grabar, and Sirarpie der Nersessian, I was invited
to Princeton by the Institute for Advanced Study for a
semester in 1964. The day after my arrival on January 6, 1
was taken by Millard Meiss to the Green House, where
Frederick Stohlman then had an office, affiliated with the
Index of Christian Art. In 1971 Suzan Stohlman, executor
of her father’s will, together with Rosalie Green, decided
to send to the Corpus des Emaux, then housed in the
Manufacture de Sévres, the chest containing the papers,
courses, list, and census of the cofounder of the Corpus.

After observation and documentation, the transition to
description was easy in Princeton’s intensely studious
atmosphere. Frequent sessions at the Metropolitan
Museum and trips to Chicago, Detroit, Cleveland,
Cincinnati, St. Louis, and Toledo made it possible for me
to edit and make drawings on standardized index cards,
according to French norms. My visits to Washington and
Baltimore often lasted a week.



Neither the agricultural wealth and industrial power of
Ohio, nor the pleasant harborside setting on the shore of
Lake Erie suffices to explain the Cleveland Museum’s
enduring mission: the superb balance of this collection of
fine art from all over the world is proclaimed by the sure
provenance and verifiable origin of each piece—in short,
by the excellence of the works of art. The talents of the
curators are equal to the rarity of the objects entrusted to
their care. The collections come from five continents. The
originality of the choices, whatever the medium, is suffi-
cient to transport the visitor on imaginary journeys to
China, Central Asia, medieval Europe, and even to the
Limousin. In a joint venture inspired by shared friendship
and profession, Hubert Landais and William Wixom
enlivened the winter of 1966—67 with the exhibition
“Treasures from Medieval France.” One could admire the
appliqué groups by the Master of the Passion (cat. 119),
brought together for the first time since their dismantling
in the wake of the French Revolution.

As the annual meeting of the College Art Association of
America was being held that winter in Cleveland, I
thought it would be fitting to present a plausible and
definitive reconstruction of the altar frontal, most likely a
retable, from which these reliefs, datable to 1240—50, had
been detached. My hypothetical drawing relied on the
comparative resources provided by the inexhaustible Index
of Christian Art, which I examined with Rosalie Green. It
was also a perfect opportunity for William Wixom to
restore the Spitzer Cross (fig. 634)—attributed by the
Corpus to the Plantagenet royal workshop—to its origi-
nal, slender proportions. Together we separated it from the
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thick, garnet-colored velvet support to which it had been so
awkwardly attached since the days of Frédéric Spitzer.

Over the course of the semester I spent at Princeton in
1967, following a second invitation from the Institute for
Advanced Study, the realization of the Corpus in book
form benefited from a number of scholarly discussions
with Henri Seyrig, Ernst Kitzinger, and Richard Etting-
hausen. A program for future work was sketched out,
combining archaeology and the history of enamelwork in
Limoges. In fact, as I was preparing a lecture to be given at
the Metropolitan Museum, discussions were held regard-
ing different ways of organizing the presentation of the
Corpus in book form. The convincing and well-founded
suggestion put forth by Florentine Miitherich, who was
teaching at Columbia University that winter, prevailed
over my “geographic” prejudices. The work would be
divided into chronological phases, technical stages, and
historical periods—in short, it would be published in a
series of definitive volumes incorporating observations
and analyses worked out in monographs that had been
written while the catalogue was being prepared.

It was from this perspective that the Musée du Louvre
and the Metropolitan Museum organized the present
exhibition, which was accompanied by a colloquium in
Paris. At the same time, L’Ecole de Limoges, 1190-1216
(Southern Enamels, international catalogue of L'Oeuvre de
Limoges, vol. 2) is about to go to press in Limoges. It is
hoped that Danielle Gaborit-Chopin, zealous champion
of Saint Martial of Limoges, apostle of Aquitaine, will sign
with the founders of the Corpus des Emaux Méridionaux

a new alliance for the Corpus Smaltorum Medii Aevi.



The Limousin and Limoges in the Twelfth

and Thirteenth Centuries

BERNADETTE BARRIERE

It would be ideal to begin with a discussion of the place of
enamelwork in the economic and social fabric of the city
of Limoges as well as in the Limousin region as a whole.
But the written sources, entirely lacking in documents of
a financial or economic character, do not allow for such an
approach—champlevé enamel appears only in the most
incidental and fleeting manner. We are left with the para-
dox that, while we possess a great number of enameled
objects that bear witness to the importance of Limousin
production, we can learn almost nothing from archival
documents. We have real information about the topogra-
phy of the Limousin and its religious and political world
in the twelfth and thirteenth centuries, but we are igno-
rant of the economic and socioeconomic life of Limoges.
And so we invite the reader to join us in exploring the sig-
nificance and implications of what is known.

The Limousin and Limoges

Occupying the western part of the Massif Central, the
Limousin is a geographically and historically coherent
area. It is a region of plateaus (elevation 200—500 meters
[65s0—1650 feet]), deeply furrowed by an extensive river
system. Well before the year 1000 there was a relatively
dense rural population. During the twelfth and especially
the thirteenth century several dozen towns sprang up,
stimulated by the presence of a prosperous clerical or
monastic community, a powerful lord’s chiteau, or a well-
traveled road (or a combination of these factors). The high
plateaus to the east did not experience this urban activity
but maintained a significant rural population.

The Limousin corresponds to the present-day depart-
ments of Haute-Vienne, Creuse, and Corréze, as well as
Charente and Nontronnais (Dordogne). In the Middle
Ages it was described, in religious and secular terms, as the
diocese and the county of Limoges. The boundaries of
the diocese remained virtually unchanged until the
Revolution, but by the tenth century the administrative
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division of the county was replaced by a succession of great
seigneuries: the viscounties of Limoges, Comborn,
Turenne, Aubusson, Rochechouart, Ventadour, and
Bridiers and the county of the Marches. These seigneuries,
of unequal importance, were part of the duchy of
Aquitaine, with the counts of Poitiers/dukes of Aquitaine
as suzerains. In the middle of the twelfth century their lin-
eage was linked to the Plantagenets, and their activity
sometimes crossed over into Berry, Poitiers, Angouléme,
Périgord, and Quercy. The term “Limousin” was applied
only to the traditional territory of the diocese, itself heir to
the Roman city Augustoritum Lemovincensium (later
Lemovices). Medieval Limoges was built at the principal
site of this Roman city. In 1000 there were three bases of
power in this urban settlement on the gentle northern
slopes of the Vienne Valley: the Cité (the episcopal dis-
trict), the Chéteau of Saint-Martial (originally consisting
of just the abbey with its immediate dependencies, and the
chateau of the viscount of Limoges (on the monastic estate,
perched on a hill 150 meters [s00 feet] above the abbey).
Over the course of the eleventh and twelfth centuries
the population around the abbey and the chiteau grew
considerably, and the newly settled areas were gradually
enclosed by defensive walls. On the eve of the thirteenth
century the Chateau of Saint-Martial (or the Chiteau of
Limoges) was well on the way to becoming an important
urban complex. The town’s burghers, who had already
established a magistrate, were determined to make the
Chiteau a walled city worthy of the name, able to protect
not only its inhabitants but also newly arrived settlers and
to demand proper notice from the abbot, the lord and
proprietor of the area. In 1212 they began the Chateau’s
great wall, which endured for centuries but of which
nothing now remains. This wall was 12 meters (40 feet)
high and had a circumference of 2,000 meters (6,500
feet); the area enclosed amounted to 32 hectares (80 acres).
The wall’s eight gates had towers and drawbridges.
Outside the wall was a moat 20 meters (65 feet) wide and
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Fig. 1. Map of Limoges in the thirteenth century (after B. Barriére)
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7 meters (23 feet) deep. The areas enclosed were: the
monastery of Saint-Martial, the parishes of Saint-Pierre-
du-Queyroix and of Saint-Michel-des-Lions and their
dependencies, and the viscount’s residence, as well as
older residential sections and newer peripheral neighbor-
hoods. This ambitious project bore ample witness to the
hopes the burghers had for their city’s future.

Yet this was not the oldest complex: some s00 meters
(1,650 feet) east of the Saint-Martial enclosure stood the
defensive walls of the Cité, the most ancient part of
Limoges. This precinct was dominated by the bell tower
of the cathedral of Saint-Etienne and was marked by more
traditional, if less dynamic, development. Situated on a
steep slope, it had its roots in the ancient Roman settle-
ment. Its bishop, the most eminent man in the Limousin,
was its sole lord, and the Cité was dominated by the pres-
ence of the Church. The cathedral, whose Gothic recon-
struction would not begin until the late 1200s, was located
roughly at the center of the Cité. To the south were the
episcopal palace and the residences of the canons of the
cathedral chapter, and to the north was the baptistery of
Saint-Jean. The walls of the Cité were apparently rebuilt
in the thirteenth century following a plan similar to that
of the Chiteau’s. Nothing remains of these walls, but old
ground plans and texts indicate a fortification with five
gates. At the east this defensive wall was joined to that of
the Benedictine abbey of Sainte-Marie de la Regle, pro-
tecting the route to the Saint-Etienne bridge, whose com-
pletion in the thirteenth century gave the Cité its own way
across the river. A large part of the Cité’s population was
part of the world of the clerics and their households.
Burghers, however, also lived there, and by the early thir-
teenth century a magistrate and a council of elders are
known to have existed (unfortunately nothing is known of
who they were or what they did).

Any description of Limoges in the Middle Ages must
include the life that developed extra muros (outside the
walls). Easily accessible because of its situation on the
Vienne River and long the main town of the Limousin,
Limoges was set at the crossroads of major trade and trav-
el routes. Until recent times most southeast-northwest
traffic passed over the Roman bridge of Saint-Martial. A
lively quarter grew up near the bridge: houses were pressed
together along the thoroughfare, and the area had its own
church near the ruins of a Roman theater. Many tracks,
leading either toward the Cité or toward Saint-Martial,
originated at the bridge. The earliest route went directly
northwest, avoiding the urban settlement. Half way up
the slope it crossed an important southwest-northeast
route, which continued on to pass between Saint-Martial
and Saint-Pierre-du-Queyroix: it was at this crossroad that
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the viscount’s chiteau was located. The building of the
city wall, however, blocked the crossroad, and these routes
had to deviate to use the city’s new gates.

To the west of the Chiteau of Saint-Martial lay the
Arénes quarter, dominated by the Creux des Arenes, the
imposing ruins of the Roman amphitheater, which were
often used for fairs or as a site for preaching. Between the
Chiteau and the Cité was found the Manigne quarter, to
which in about 1240 the Dominicans moved from across
the river, and the Boucherie (butchers’ quarter), an area of
tanners and artisans, where the Franciscans established
themselves in 1243, moving from their previous inade-
quate quarters. Also located outside the walls were the
Benedictine abbeys of Saint-Martin, around which a small
town grew up, and Saint-Augustin, a traditional burial
place of the Limousin bishops.

This overview demonstrates that Limoges underwent
profound changes during the period when its enamel
workers were most active. In the early twelfth century the
physical layout of Limoges had been shaped by the ups
and downs of a long and complex history. The Limoges of
the late thirteenth century bore little relationship to this
earlier town; it was instead marked by the deliberate
ordering of urban space so characteristic of rich and pow-

erful cities of the time.

Saint-Martial

The abbey of Saint-Martial was built on the site of the
necropolis where Martial, the fourth-century apostle to
the Limousin, was buried. The cult that arose around the
tomb of the figure presumed to be the first bishop of the
diocese continued to grow, as Gregory of Tours reported
in the late sixth century. During these early centuries the
bishop of Limoges appointed priests to minister to the
cults centered on the tombs of missionary saints; the tomb
of Martial was honored by being served by several cathe-
dral canons. In 848, during Charles the Bald’s efforts to
regain control over Aquitaine, the religious community
devoted to Martial adopted monastic rule for both politi-
cal and religious reasons. Thus the Benedictine abbey of
Saint-Martial was formed under the sponsorship of the
monks of Saint-Savin-sur-Gartempe; this establishment
was intended not only to become an important abbey but
also to promote devotion to Saint Martial.

In the twelfth and thirteenth centuries Martial was
regarded throughout Christendom as a contemporary of
Christ. The story of his life (Vita prolixior [Fortunate
Life]) seems to have first appeared in the early eleventh
century, and copies were to be found in many monastic
libraries in the West. This text affirmed that he was a



relative of Peter, that as a child he had lived among the
apostles, that he had followed Peter to Rome, and that
Peter had charged him to spread the Gospel in the
Limousin and Aquitaine as a whole. This account, with its
complementary tales of the virgin Valerie and the duke
Stephen, was in official circulation (although it was local-
ly contested in the eleventh century) and helped confirm
the importance of the abbey that held Martial’s remains.’
Like Santiago de Compostela—that distant church whose
fame rested on the presumed presence of the body of the
apostle James—or the abbey of Saint-Jean-d’Angély—
which claimed to possess the skull of John the Baptist—
Saint-Martial of Limoges was among the most highly
regarded sanctuaries of the West, especially given the
remarkable creative, artistic, liturgical, and cultural life it
had fostered since the tenth century.

The status of the abbey had changed in 1062—63 when
it was annexed by Cluny, the reformed Benedictine
monastery whose abbot was then Hugh (1049-1109). The
local monks found this transition difficult, and late-
twelfth-century witnesses testify that the takeover had not
been forgotten. After the death in 1114 of Adémar, the sov-
ereign abbot of Cluny, Saint-Martial constantly sought to
loosen its ties to Cluny. Thus, until the mid-twelfth cen-
tury the abbot of Saint-Martial was chosen from the
monks of Cluny, but thereafter the abbey gradually
became more autonomous. Even after Saint-Martial began
to choose its abbot more freely, it remained part of the
great Cluniac network, open to Cluny’s influence and to
its web of relations throughout the Christian world.

Beginning in the eleventh century, the abbey’s build-
ings were frequently rebuilt, restored, or embellished. One
element remained stable: the crypt of Saint Martial and
the sanctuaries associated with it (these, now destroyed,
were, to the east, the church of Saint-Pierre-du-Sépulcre
and the chapel of Saint-Benoit; and, to the south, the
pilgrimage church of the Savior, the great Romanesque
structure more than 100 meters [325 feet] long). Little is
known about the cloister and the other buildings that
once stood south of the abbey, except that during the thir-
teenth century La Clautre (the old cloister) became a sec-
ular site housing the grain market and perhaps enamel
workshops, which were probably run by lay people. Such
a location would have been most advantageous for the
enamelers. The abbey had long been a source of commis-
sions for liturgical and devotional objects,” wrought in
gold as well as enameled. In addition, the illuminated
manuscripts in the abbey’s library could provide a wealth
of subjects and images. The many pilgrims who came to
Saint-Martial were potential customers. Furthermore,
some of the eighty priories that were associated with the
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abbey were situated on routes in southern France and
Catalonia; commissions and deliveries could be arranged
through this network.

Other Limousin Saints

The Christianization of the Limousin occurred gradually
during the Merovingian era. This work was initiated by
Martial, his companions Alpinian and Austriclinian, and
his immediate successor Aurelian. They were followed by
a number of other evangelists, whom their contemporaries
perceived as saints and whom the people of the Limousin,
especially devoted to the concepts of relics and pilgrim-
ages, long venerated. Among those whose tombs became
the sites of cults were: Junien (located in Saint-Junien),
Victurnien (Saint-Victurnien), Leonard (Saint-Léonard),
Psalmet (Eymoutiers), Yrieix (Saint-Yrieix), Marien
(Evaux), Pardoux (Guéret), and Martin I'Espagnol
(Brive). The episcopacy entrusted most of these sanctuar-
ies to chapters of canons that encouraged devotion to their
respective saints by holding ceremonies and by undertak-
ing the upkeep and decoration of their buildings. During
a widespread renovation that appears to have taken place
in the second half of the eleventh century, these commu-
nities became involved with periodic embellishment or
replacement of the coffrets and chasses that housed the
saints’ relics. As far as was financially possible, they want-
ed to improve on what was already there: champlevé
enamel must have been a possible stage in the movement
from wood and lead to gold and silver.

The list of Limousin saints did not end with the
Merovingian era; in the twelfth and thirteenth centuries
new arrivals were welcomed into the celestial cohort. The
Gregorian reforms of the eleventh and twelfth centuries
seem to have been well received in the diocese of Limoges,
where a number of churchmen became known for their
goodness: Israél and Théobald in the chapter of Le Dorat;
Gauthier in Lesterps; Geoffrey, founder of the chapter at
Le Chalard; Gaucher, founder of the chapter and the small
canonical congregation of Aureil; and Marc and Sébastien,
founders of the small eremitical order of Lartige. Others
followed different paths. Stephen of Muret, choosing a
hermit’s life, paradoxically attracted many disciples, who,
after his death in 1124, organized themselves into an order,
whose seat was Grandmont. On the other hand, Stephen
of Obazine (d. 1159) went from hermit to monk; the
founder of a number of monastic houses, he brought all of
them into the Cistercian order in 1147.

The veneration of these figures soon after their deaths
was often as ardent as that of saints from centuries past.

Their remains were treated with great reverence. The



renowned late-twelfth-century enameled and jeweled
chasse of Stephen of Muret, today in the church of
Ambazac, may have been the first container for the saint’s
remains. About 1260 a sculpted stone monument—a
gisant (recumbent figure) within a pierced chasse—was
placed above the burial place of Stephen of Obazine.
Interestingly, this was probably made by the royal work-
shops of the Ile-de-France, during a period when the king
was commissioning enameled plaques from the Limousin
workshops for the sepulchre of two of his children.
Hagiographical documents and monastic chronicles,
from Gregory of Tours to Bernard Gui, record the great
popularity of relics, both contemporary and ancient, in
the Limousin. These were necessarily housed in reliquaries
of greater or lesser value. Aside from the relics of the prop-
erly Limousin saints, there were other relics: those of
Roman martyrs, those brought back from the East, and
those housed there at the time of the Norman invasion. In
his chronicle of 1183 Geoffrey of Breuil, a monk of Saint-
Martial and sometime prior of Vigeois, was the first to
draw up a list of the saints whose relics were, as he wrote,
the “jewels” of the churches of the Limoges diocese. Some
of the relics belonging to Saint-Martial had been trans-
ferred to other churches, but the abbey still held the sepul-
chres and remains of fourteen reputed saints. Six other
Limoges churches sheltered the bones of local saints. As
for the rest of the diocese, the chronicler does not claim to
be exhaustive but, deliberately omitting “relics of the
Sepulchre or the Cross of the Lord or those of his moth-
er,” lists another forty localities that prided themselves on
possessing relics of a martyr or confessor.? The long lists of
relics from Solignac, Grandmont, Saint-Ftienne, and
Saint-Augustin, among other Limoges churches, are fur-
ther evidence of this extraordinary enthusiasm. There
were also a number of small parish churches that had their
own enameled chasses containing relics of saints whose
names were not always preserved. This abundance of relics
must have created a demand for all sorts of chasses and
coffrets to preserve, transport, and display these treasures.

Enamelwork in Limoges

It is probably not overly audacious to speculate that the
multiplication of enamel workshops in Limoges—with
few in other Limousin sites—was in response, initially
and mainly, to a regional demand rooted in the piety of
the monastic or canonical milieu. The technical and artis-
tic mastery achieved by the Limoges enamelers soon creat-
ed a broader demand—for a more diversified range of
objects from buyers from a wider geographic area. Other
factors also influenced the growth of this industry.
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Although enamel cost much less than gold, an enameled
work could be more beautiful than one in gold. Thanks to
the presence of Saint-Martial and of other Limousin reli-
gious establishments such as Uzerche, Tulle, and
Grandmont, Limoges had an important place in the com-
munication networks of southern Europe.

There is an obscure area in this discussion: copper, an
essential element in enameling, was not found in the
Limousin. The central question—where did the enamel-
ers get this metal>—remains unanswered. It is evident,
however, that the expertise necessary to produce champ-
levé enamel was drawn from a long tradition of gold-
smithery in Limoges. During the twelfth century wealth
had increased and was more widely held; both religious
and secular objects were commissioned either in gold or
in enameled copper, gilded or not. The very sparse
thirteenth-century accounting records preserved from
Saint-Martial bear eloquent witness to the modest cost of
enameled pieces. Bernard Itier, the abbey’s treasurer and
later its librarian, noted that in 1208 two enamel (d'es-
maus) candlesticks were bought for four livres and that in
I21I two iron crosses were replaced by two gilded (dorées)
crosses whose price was twenty-three sous, and that a sil-
ver coupe (czborium), gilded inside and out, made in 1212
by the “very famous goldsmith (aurifex) Chatard,” was
valued at sixteen livres.* Although workshop production
was diversified, the surviving texts mention only the gold-
smith and not the enameler, perhaps indicating the more

valued skill.

Power of Princes

In the late eleventh and early twelfth century the people of
the Limousin were ruled by their local princes: the vis-
counts or counts of the Marches. These nobles, who were
still under the real but not rigorous control of the last
dukes of the Guillaume line in Aquitaine, were absorbed
by the refined life at court. In Limoges itself economic
issues had long made relations difficult between the Cité
and the Chateau; the bishop of Limoges and the abbot of
Saint-Martial were often at loggerheads. Thus the politi-
cal and cultural horizon of the Limousin was for the most
part regional, even local, although pilgrims and crusaders
provided a breath of fresh air.

The death of Guillaume X of Aquitaine in 1137 marked
the beginning of a new era. He betrothed his daughter
Eleanor of Aquitaine to Louis VII of France, and their
marriage united France and Aquitaine, although the king
took only a slight interest in Aquitaine. After he divorced
Eleanor, she married in 1152 Henry Plantagenet, duke of
Normandy and count of Anjou (king of England from



1154 to 1189 as Henry II). This marriage made Henry ruler
of about half the area of present-day France, and it precip-
itated recurrent warfare between him and Louis VII. From
the beginning Henry exerted his power over the lords of
Aquitaine, demanding homage and strict fidelity and tak-
ing special interest in prosperous towns, among them
Limoges. He made great and much-resented demands of
the monks of Saint-Martial and the burghers of the
Chateau; he named two regents from his own entourage
for the young viscount of Limoges, Adémar V, whom he
later married to Sarah of Cornwall.

About 1158—59 the king-duke undertook to claim the
sovereignty of the county of Toulouse and demanded
assistance from a number of his vassals in Aquitaine. On
his way back from this campaign, which was not fruitful,
he stopped again in Limoges.

Shortly thereafter, in 1161, three Premonstratensian
canons from England, sent by the bishop of Lincoln, came
to Saint-Martial and asked for the saint’s relics for their
monastery, of which Martial was also patron. Geoffrey of
Vigeois relates: “During the All Saints’ Day procession,
the abbot Peter . . . asked the congregation to acquiesce to
their request. . . . After the Gospel reading, the abbot pre-
sented the head of the apostle to us all. Then, setting apart
Saint Martial’s relics as well as those of the Blessed Valerie,
he gave [the canons] the joy of a satisfied desire.” (The box
given to transport these relics was a “magnificent chasse,”
albeit made of ivory.)’

The strongest evidence of English (Plantagenet) pres-
ence in the Limousin began in 1169 when Louis VII rec-
ognized Henry II's transfer of the dtle to his French
possessions to his three eldest sons: Henry the Younger
received Normandy, Maine, and Anjou; Richard (the
Lion-Hearted; king of England from 1189 to 1199 as
Richard I), Aquitaine; and Geoffrey, Brittany. They were
not given real authority, however, and in 1173-74, sup-
ported by Eleanor of Aquitaine and Louis VII of France,
they rebelled against Henry. This uprising did not suc-
ceed, but the king’s sons continued to conspire against
him. Until the end of the twelfth century the continental
fiefs of the Plantagenets were racked by conflict.

Richard had been entrusted with Aquitaine in a solemn
investiture in Poitiers. His mother, Eleanor of Aquitaine,
then accompanied him to Limoges where he was
enthroned by the bishop and where, in a gesture symbol-
izing his unity with the Limousin soil, he received the
“ring of Saint Valerie.”® Henceforth, the Limousin would
be harried by the ambitious and prolific Plantagenet fam-
ily and its agents. The Limoges viscounts, wary of
Richard, took a resolute stand against their overlord in
1174 when, led by Adémar V, they harassed his emplacements.
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Richard retaliated by calling up bands of mercenaries. The
tense situation continued for a number of years, with fre-
quent hostile encounters. Limoges long remained in con-
flict with either Richard or with his father, Henry II,
whose authority remained preeminent.

Henry II, Eleanor, Henry the Younger, and Richard the
Lion-Hearted revered the Limousin’s regional sanctuaries,
especially Grandmont, and demonstrated their devotion
by donations of money and works of art. This concern,
however, was offset by harsh family conflicts—father
against son, brother against brother, king against queen—
which led the Chiteau and the Cité of Limoges to take
opposing sides and in consequence to suffer hostile
actions, levies, and reprisals.

When Richard razed the Chateau’s defensive walls in
1181, the Limousin viscounts allied themselves with
Henry the Younger. The Chateau’s inhabitants were
called upon by Adémar V to support Henry the Younger,
thus making the Chiteau a major stake in the struggle
among the Plantagenets. In 1182—83 the burghers restored
and reinforced their fortifications, demolishing nearby
churches that might serve as strongholds for the “enemy.”
At one point, when Henry the Younger was closed up in
the Chéteau, his father, Henry II, was fortifying himself
in the Cité, and his brother Richard was camped outside
the walls.

Needing money to pay his mercenaries, Henry the
Younger extorted twenty thousand sous from the burghers
of the Chiteau. He then forced the monks of Saint-
Martial to “lend” him the abbey’s treasury. An inventory
was drawn up, and Henry pledged in writing to restore
the abbey’s goods. Thus disappeared forever “the frontal
of the Holy Sepulchre altar on which five figures were rep-
resented, as well as the frontal of the main altar on which
were depicted Christ in Majesty with the twelve apostles,
all in the purest gold; a gold chalice, as well as a silver vase
of admirable workmanship . . ., the cross from the altar of
Saint DPeter, as well as half his reliquary; the chasse of the
Blessed Austriclinian and the great cross of Bernard.”
Geoffrey of Vigeois continues: “All this represented a
weight in gold of 5o marcs and a weight in silver of 103
marcs, but without weighing it or judging it fairly, they
estimated the price at twenty-thousand sous. In fact, it was
worth considerably more. . . . And neither the cost for the
work of the goldsmiths or for the gold used for gilding the
silver were taken into account. . . . Certainly, if I had not
seen it with my own eyes, I would never have believed that
such an unprecedented crime could have taken place.””
This eyewitness account confirms how highly works in
gold and silver were valued; enameled-copper pieces,
made of far less costly materials, were of interest only for



their intended purpose and their fine appearance.

Henry the Younger soon made off with the treasury of
Grandmont, including the Eucharistic dove given by his
father. Shortly afterward he fell gravely ill, and from his
deathbed he wrote to Henry II, asking him to forgive his
faults, as well as those of the inhabitants of Limoges, and
to restore the treasures he had stripped from the churches.
It seems unlikely that there was any immediate restitution
for Saint-Martial, for soon after his son’s death Henry II
forced the Chateau into submission and destroyed its for-
tifications. Grandmont, however, fared differently. This
abbey had often served as a meeting ground for the com-
batants and was used on many occasions by Henry Il as a
retreat. In the late twelfth century it appears to have ben-
efited from great generosity, allowing it to undertake con-
struction and to commission a magnificent altar frontal
combining goldwork and enameling, perhaps to celebrate
the canonization of Stephen of Muret, the founder of the
Grandmont order, in Rome in 1189 (cats. 54—68).

In the early thirteenth century Philip Augustus recov-
ered much of the English-held lands in France, and the
Limousin ceased for a time to be the site of princely
battles, although it did begin to feel the authority of the
French crown. For the Limousin towns, however, and for
Limoges in particular, life continued to be difficult. There
was fierce fighting, both open and clandestine, between
the powers competing for influence. The burghers of the
Chateau were often in conflict with the abbot of Saint-
Martial. And when the burghers of the Cité and the
Chiteau found support from the king of England, who
confirmed the validity of their municipal institutions, the
viscount and the bishop of Limoges were assured of the
support of the opposition—the king of France.

The years from 1225 to 1250 were relatively quiet, but
the treaty of Paris of 1259 revived hostilities. According to
this pact, the Limousin was one of the regions ceded in fief
by the king of France to the king of England. However,
certain lords and towns, such as the bishop of Limoges
and his Cité, were retained by the French crown. The
Chateau of Saint-Martial again became an English fief, an
arrangement that the abbey and the burghers willingly
accepted but that the viscount resolutely rejected, having
been unofficially assured of the French king’s support.
This complex situation, where there was no right or
wrong, soon deteriorated into violent conflict. From 1260
to 1276 the War of the Viscounty was waged between the
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militia of the burghers of the Chéteau and the viscount’s
men. Victory finally went to the viscountess of Limoges,
who had been strongly supported by the king of France,
and the viscount’s authority was increased by the suppres-
sion of the Chateau’s municipal institutions. The English
crown lost all of its rights in the Chateau, and the abbey of
Saint-Martial, its powers severely curtailed, appears to
have been crippled by debt and forced to abandon renova-
tions of the monastery. In the Cité the disagreements
between the bishop and the magistrates were continuous;
the bishop appealed to the French king, who in 1307
imposed a feudal agreement that abolished the magisterial
offices.

Throughout these turbulent times the production of
enameled objects continued, demonstrating that Limoges
maintained its economic activity and commercial life.
Kept in political silence for long periods, burghers of the
Chateau devoted themselves to business. This internal
dynamic was also fed by external factors. Indeed, political
disturbances in the Limousin caused much misery but did
not ravage the enamelwork ateliers or the commercial net-
work that sustained them. As the king and the kingdom of
France assumed authority in the Midi, the city of Limoges
found itself, as so often in its history, at a critical access
point. Geographically well situated for the political inter-
ests of the king, the city was also poised to allow Limoges
work to be better known and therefore to move into a
wide market.
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Religious Life in the Limousin in the Twelfth

and Thirteenth Centuries

Dowm Jean Becquer, O.S.B.

In 1189 Stephen of Muret (d. 1124), to whom the abbey of
Grandmont owed its origins,' was canonized by the pope,
having been previously canonized by the bishop of
Limoges about 1167. The same liturgical pomp accompa-
nied both ceremonies, with a procession in which prelates
and clergy escorted the reliquaries of saints amid a large
turnout of the populace. Earlier, in 1182, the monks of
Grandmont who had gone to Cologne in search of relics
were greeted by the bishop on their return with compara-
ble solemnities.” Such events are evidence of the religious
culture of the Limousin at the end of the twelfth century
at its most spectacular.

The religious structure of the Limousin at the time
covered an area of about 2,250 square miles, over which
some one thousand churches were scattered, each with the
privileges and personnel necessary for its functioning.’
The bishop of Limoges had the spiritual and administra-
tive responsibility for the whole region, and exercised it
with the help of rights analogous to those of the churches
within his jurisdiction. In the seventy years between 1106
and 1177, only two bishops—Eustorge de Scorailles and
Gérard du Cher, uncle and nephew, respectively, scions of
the local gentry—had exercised this responsibility, and
the cathedral chapter had been able to elect them in com-
plete freedom with regard to both the monks of Saint-
Martial and the duke of Aquitaine.*

In the Carolingian period this shrine of the first known
local bishop had come under the monastic rule of Saint
Benedict, an observance revived by Cluny during the time
of Saint Hugh (1062).* For two centuries the abbey had dis-
tinguished itself in the fields of liturgical music and drama
and manuscript illumination. The monks, who came to
believe that their patron saint was ranked with the apostles,
built a library of over five hundred manuscripts.® At the
start of the thirteenth century, the chronicler of the com-
munity drew up a tally of its working strength: ninety
monks in the service of the shrine and twice that number
in some forty Limousin dependencies, which provided the
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abbey with supplies. Some of these dependencies were
themselves sizable: the provostship of Chambon, in partic-
ular, which honored the body of the “protomartyr” of
Aquitaine, Saint Valerie, numbered a hundred monks,
one-third of them present at the imposing consecration in
1212 of the church that is still in use today. Again, in the
Limousin, the twenty monks of the ancient abbey of
Vigeois were subordinate to Saint-Martial; the priories of
Arnac, Saint-Vaulry, and La Souterraine each had more
than a dozen monks, as did four other dependencies in the
neighboring dioceses.

In Limoges itself, the women’s cloister that had always
been under the protection of the cathedral had likewise
adopted the Benedictine rule, hence its name: Sainte-
Marie de la Regle, Our Lady of the Rule. In addition, the
bishop had founded Saint-Augustin and Saint-Martin
about the year 1000 by calling on monks from Poitiers.
Located close to the episcopal precinct, or Cité, each of
these two abbeys made do with only a few dependencies.
Solignac, which was not far from Limoges, had followed
the Benedictine rule from the moment of its foundation
by Saint Eligius in the seventh century; indeed, it had
even imposed the rule at Beaulieu in the ninth century.
Endowed at an earlier date, Solignac and Beaulieu had
maintained a respectable heritage.

Farther away in the Limousin, two large Benedictine
monasteries had controlled a widening network of depen-
dencies since the tenth century: Tulle, which extended its
authority over some sixty establishments all the way to
Quercy; and, in Rocamadour, Uzerche, which governed
even the small Limousin abbeys of Ahun and Meymac.”
During the twelfth century the Benedictine rule was so
common that an abbey could, if necessary, choose an
abbot from a different house; an impressive system of wor-
ship in a richly decorated church was the foundation of
this observance.

Other large Limousin churches were served by com-
munities of canons,’ chief among them the cathedral
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dedicated to the protomartyr, Saint Stephen. These canons
followed the rather flexible directives laid down in the past
by the Carolingian prelates and their emperor. The same
directives were adopted by old monastic communities
such as the ones at Saint-Yrieix and Saint-Junien, and also
by the collegiate churches of Le Dorat, Lesterps, and
Eymoutiers (the latter founded about the year 1000) and
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by the ancient shrines of Saint-Martin in Brive, Saint-
Léonard-de-Noblat, and Evaux. These various chapters of
canons numbered some two or three dozen members each
and had, like the abbeys, rural dependencies centered on
churches of which they were the ecclesiastical patrons
with smaller or larger benefices.

During the second half of the eleventh century orders



for a general reform circulated throughout the Latin West;
the success of this reform was facilitated by a demographic
boom, by the consolidation of feudal structures, and by
the direct support of the Holy See in Rome and its legates.
Limousin chapters showed their adherence to the reform
by adopting the Augustinian rule, which added to the
normal requirement of clerical celibacy an individual
renunciation of property controlled by the local commu-
nity. Thus it went at Evaux and Lesterps, Brive and Saint-
Léonard, the bishop sometimes intervening in the
adoption of the new rule. By the same token, the reform
invited laymen with jurisdiction over rural churches and
their revenues to relinquish it in favor of the monks and
canons by way of the bishop; they complied all the more
willingly in that they could appreciate the morality and
disinterest of the beneficiaries. As a result, new chapters of
canons regular were created almost everywhere, endowed
by the bishops with churches handed over by the laity,
churches that became both the canons’ direct pastoral
responsibility and a source of income. This development
was so well received that by the beginning of the four-
teenth century there were practically no churches under
lay authority in the Limousin.

In 1088 a Limousin priest founded Le Chalard.
Without adopting, as he did, the new rule, the canons of
Saint-Junien and those of the cathedral simultaneously
established canons regular at Salles-Lavauguyon and at
Bénévent and Aureil, respectively. Aureil was a real suc-
cess: by about 1200 this priory owned nearly two hundred
manuscripts; a dozen canons were in residence, as well as
children in its school, and it was in a position to serve
some twenty parish churches under its control. Naturally,
the holy men who had reformed or founded these chapters
had been raised to the altar by the bishop or the pope:’
Gautier of Lesterps (d. 1070), Geoffrey of Le Chalard (d.
1125), Gaucher of Aureil (d. 1140). The enameled reliquary
of Le Chalard (fig. 1184) testifies to a growing treasury of
local relics, realized in imitation of the ancient shrines and
inspired by devotion to a saint whose presence was still
felt.

The monastic order itself, reformed by the Cistercians,
was not to be outdone. The tomb of Stephen of Obazine
in the great church consecrated in 1177 is evidence to this
day of the popular cult that arose following the saint’s
funeral in 1159.”° The new monks, however, refrained
from assuming parish responsibilities and their profits.

In the course of the twelfth century the Limousin wit-
nessed an astonishing surge in the number of small frater-
nities of clerics and laymen, inspired by hermit saints and
settled in remote places. Each of these rustic sites had its
church, which, though plainly built, was spacious enough
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to welcome friends and neighbors. The monks of
Grandmont and of Artige had some forty such houses in
the diocese." Even more than the Cistercians, these frater-
nities rejected the responsibility for and revenues of the
country churches; they supported themselves by tilling
the soil and with the aid of donations from their benefac-
tors. By the early thirteenth century Grandmont had mul-
tiplied itself into some hundred institutions in the
domains of the Capetian Louis VII and the Plantagenet
Henry II (the successive husbands of Eleanor of
Aquitaine), and delegates would convene once a year at
the motherhouse.

In 1166 the new, vast church of Grandmont was conse-
crated by two archbishops and five bishops; the primate of
Bourges had donated the relics of eleven martyrs for the
new altar, and the monks of Saint-Martial had come with
the reliquary of their patron, raised to apostolic status.
Possibly this was the occasion for placing the founder’s
body on the altar, as had been done with Gautier of
Lesterps a century earlier. On such an occasion, and under
a new prior, the clerics of the motherhouse owed it to
themselves to make every effort in the practice of their
vocation: the cult of saints. Thus, relics had been brought
from Cologne in earthenware jugs—relics clearly destined
for a presentation that was worthier of popular veneration.
Indeed, in his account of the journey, one of the monks
sent to Cologne declared: “It is obvious that in churches
where the bodies of saints are entombed in peace, not only
the religious communities but also the secular clergy are
more attentive to the divine service and willingly come to
pray with more devotion. What benefits are assured to
Christians by the presence and the merits of one who has

shed his blood for Christ or endured a long and bloodless
martyrdom.”"

It was in this spirit that two years earlier the canons reg-
ular of La Couronne in the Angoumois had endowed their
new establishment in the Limousin with a prestigious
assortment of relics. And the chronicler of Saint-Martial
wrote about the relics in his abbey: “Their number and
their quality brilliantly honor our apostolic and imperial
church . . . whose walls, so long as prayers to and praises
of God are offered on this site, will benefit from their great
blessings. However, after calling attention to the saints of
a single holy place, I will now review the names of places
that are considered the most illustrious in the entire dio-
cese.”” Before resuming his chronicle, the author then list-
ed some forty abbeys, chapters, and churches famous for
their relics.

As we have said above, the evangelic and apostolic sim-
plicity preached by the new orders could not ignore for
long the principal customs of popular devotion, even if



their clergy eased the liturgical practices of the older
shrines. The new religious could not, any more than their
predecessors, disappoint the faithful who attended divine
services that were made more splendid because the relics
attracted pilgrims. Now these relics needed reliquaries;
and just as the old orders had done, the new ones found
the wherewithal to acquire them in the late twelfth centu-
ry. In Grandmont itself, the clerics had established a trea-
sury, which was seized in 1183 by Henry the Younger—in
rebellion against his father, Henry II—to pay his merce-
naries. In 1185 those same clerics saw their prior, William
of Treignac, resign under pressure from the lay brothers
and then die in exile. Retaking power, William’s followers
brought back his remains, which were subsequently pre-
served in an enameled casket (see cat. 60)," while Hugh
Lacerta (d. 1157), a model for the lay brothers, remained
buried in situ.

The total wherewithal, therefore, that was available to
the Limousin churches, large and small, was considerable,
for we can count between two and three thousand various
canons, monks, and brothers in the diocese of Limoges in
about 1200, not to mention a few hundred nuns; half of
these were scattered in rural priories, which, despite their
modest resources, were always provided with churches.
This number clearly fails to take into account later
arrivals: the Dominicans and the Franciscans, who were
summoned to Limoges in 1221 and 1223,” even before the
deaths of their respective founders; it was in Limoges that
Anthony of Padua gathered crowds before founding a sec-
ond friary in Brive.

What can be said about the hundreds of rural church-
es, each with the means to acquire a small treasury—a few
liturgical manuscripts, for example—which has now dis-
appeared? Even a modest cantonal seat such as Lapleau
(Correze) still owns five or six enameled objects that come
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from neighboring churches. The church in Saint-Hilaire-
Foissac, which was large enough to afford a golden “sun,”
or monstrance, in the eighteenth century, already had the
wherewithal to acquire a reliquary and a pyx in the thir-
teenth. The works of art obtained for larger houses were
proportionately more imposing, as the objects gathered
here attest. By taking into account the large number of
religious establishments that existed, the extent of their
membership, and the wealth accrued by some of them, we
can begin to comprehend the vast artistic patrimony of
the Limousin.
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Beginnings and Evolution of the Oeuvre de Limoges

ELisaABETH TABURET-DELAHAYE

Beginnings of Enamelwork in Aquitaine

The history of the origins of enamelwork in the south of
France is, in effect, linked to the treasury of Conques. The
binding of enamel to copper may have been attempted in
other centers (a few scattered pieces from the tenth and
eleventh centuries seem to indicate this), and our knowl-
edge is incomplete, but it is those works in Conques today
that allow us to trace the early history of Romanesque
enamelwork in southwestern Europe.

In about 1100 enamelwork seems to have been given its
first impetus by the patronage of Bégon III, abbot of
Conques from 1087 to 1107, who “enshrined numerous
relics in reliquaries of gold and silver” and whose name
appears on several extant works. No text or inscription
attributes the portable altar of Saint Foy (cat. 1) to this
abbot, but the object’s ornamentation and iconography
leave little doubt that it was one of the group of works
made for Conques during his abbacy, and that it very
probably came from a workshop within the abbey itself.
While the style of the enamels reveals ties to eleventh-cen-
tury art in Aquitaine, their technique is derived, at least in
part, from Ottonian or, more likely, Italian examples of
the tenth and eleventh centuries. But these have been
adapted to create a new form of cloisonné enamel, a major
step toward the invention of champlevé enamel on cop-
per. Several pieces similar in style and technique to the
altar of Saint Foy (cats. 2—6) attest that this work was not
an isolated creation but was made by an active and innov-
ative workshop, whose production continued beyond
Bégon’s abbacy into that of his successor, Boniface (r.
1107—after 1121). Boniface’s name is engraved on a medal-
lion of a coffret found in the abbey church in 1875 (cat. 7),
thus suggesting that the oldest surviving champlevé enam-
els from southern France were made at his instigation.
The medallions still in Conques and others in the
Metropolitan Museum, the Bargello, and the Louvre
(cats. 7, 8) decorated coffrets made for Boniface but can be
dated less precisely than is generally believed since the year
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in which this abbot died is not known. The medallions’
luxuriant decoration of fantastic animals—either isolated,
in confrontation, or entwined in ornamental foliage—
corresponds to illuminations and sculptures from 1110 to
1140 in Aquitaine, the vast province of southwestern
France that was so important in the development of
Romanesque art. In their dazzling draftsmanship and
color, these Conques medallions prefigure later Aquitaine
enamelwork.

Toward the middle of the twelfth century there appear
to have been, for however short a time, workshops pro-
ducing champlevé enamel on copper in a number of
places in central and southwestern France, the region that
was politically unified in 1152 under the Plantagenet
princes. Interrelationships among enamels produced at
this time in Conques, Angers, Le Mans (cats. 7, 8, 15), and
Limoges (cats. 9, 10) have been observed; there is also clear
but complex evidence linking Limousin works to those
destined for the monastery at Silos in northern Spain,
which was the beneficiary of Plantagenet patronage.

In the mid-1100s Limoges was only one of the impor-
tant towns in the Plantagenet domain, where workshops
engaged in the still-new process of champlevé enamel on
copper. The angel of Saint-Sulpice-les-Feuilles (cat. 54),
the chasses from Bellac and Champagnat (cats. 9, 10), the
fragment of a crosier (?) unearthed at the site of Saint-
Augustin-les-Limoges (fig. 3), attest not only to the simi-
larity between works attributable to Limoges and those
produced in Conques under Boniface but also to the tech-
nical and artistic mastery attained by Limousin enamel
workers by 1150.

Romanesque Enamels

The rapid spread of workshops in the Limousin during
the last thirty or forty years of the twelfth century remains
in part without explanation. The geographical setting and
the historical circumstances as well as the quality of the



Fig. 3. Crosier fragment, found
on the site of Saint-Augustin-lés-
Limoges. Formerly Limoges,
Musée Municipal de I'Evéché

Limousin enamels may have favored the rapid expansion
discussed by Barricre and Boehm. The success of
Limousin production derived in part from a quick and
appropriate response to the needs of a vast European
clientele. The evidence suggests that the years 1150 to 1175
saw the decisive development of Limousin enamelwork
and its first international diffusion. And it was at this time
that the term opus lemovicense first appears (about
1167—69; see Boehm, below). Nevertheless, among the
works that have survived, those from this period are puz-
zlingly rare. Furthermore, there is no strong continuity
between the few pieces that date from before 1150 and the
important ensemble of works “with vermiculé grounds,”
which are regarded as the start of the Limousin work-
shops” advancement.

The products of these workshops displayed all the cre-
ative energy of a still-fledgling art. Narrative scenes often
depicted local saints or those especially venerated in the
Limousin, such as Stephen, Martial, and Valerie (cats. 16,
17, 20, and fig. 4), with striking animation and color. In
contrast, more universal themes—evocations of divine
transcendence and majesty (cats. 21, 24, 27)—are present-
ed in a static but still expressively forceful manner. (These
tendencies appeared at times in the work of a single artist
[cat. 20]). Variations in inventiveness and quality point to
activity over several decades by several distinct workshops.
Although chasses have a sacred function, some (cats. 21,
22) bear on the reverse a colored decoration of fantastic
flora and fauna. This type of decoration, usually associat-
ed with scenes of secular life, also appears on candlesticks
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and coffrets (cats. 33-38), where it may be combined with
ornamental motifs and stylistic elements characteristic of
works made for altars or for relics.

None of the vermiculé works can be dated exactly.
However, a relatively precise chronology can be estab-
lished for other Limousin enamelwork from 1170 to 1200
on the basis of historical circumstances such as the date
when the saint depicted was canonized or when particular
relics arrived in the Limousin or when a civic event took
place. One group can be assembled around the earliest
chasses (cat. 39) for the relics of Thomas Becket (d. 1170),
who was canonized in 1173, and the reliquary of the True
Cross from Saint-Sernin de Toulouse (cat. 40), made
under Abbot Pons (r. 1176—98). The style of these works is
still dominated by a taste for animated narration and by a
strong Romanesque stylization, but the enameling proce-
dure is the opposite of that used earlier—that is, the fig-
ures are in reserve and engraved on an enameled ground.
Great use is made of small appliqué heads, standardized to
some extent and very likely produced by stamping (see
Biron et al. below). Termed “classical heads” by M.-M.
Gauthier, these elements were also used extensively by
other workshops producing enamels for the abbey of
Grandmont (cats. 56, 57).

Unusual in size, iconography, and, to some extent,
style, the chasse of Mozac was executed after the death of
Abbot Peter in 1181 (figs. 5, 14, and cat. 45). It may be
placed at the center of a second group of works in which
the use of appliqué figures in half relief reveals an interest
in plasticity (cats. 46—48). To this group may be added the
important ensemble executed for Orense at the behest of
Bishop Alfonso (r. 1174—1213), probably about 1188 (cat.
51), and the Saint Barontus destined for Pistoia (cat. 53).

A homogeneous ensemble of works executed for the
order of Grandmont is composed principally of large
crosses. They exhibit the same technical and stylistic char-
acteristics as the two plaques from the main altar of the
motherhouse of the order very probably executed in
1189—90 (cat. 57). Made by a strongly individualistic
workshop active in the last ten or fifteen years of the
twelfth century, these works are distinguished not only by
the complete enameling of the figures but also by a mon-
umentality, a “classical” equilibrium, and a softening of
Romanesque animation and stylization.

Study of the spectacular development of Limousin
enamelwork from about 1160—70 to 1200 reveals several
fundamental characteristics. The first is its rootedness in
the artistic tradition of Aquitaine and more particularly
that of the Limousin. Only in rare cases (cat. 16) has a direct
tie been established to illuminations from the scriptorium
of Saint-Martial of Limoges, whose brilliance during the



tenth and eleventh centuries seems dimmed in the early
twelfth century. It is, however, certain that Limousin
enamelworkers drew from this tradition. Stylistic elements
in Limousin illuminations (based for the most part in the
art of Aquitaine)” as well as particular motifs that appear in
enamelwork include monticules (small mounds) covered
with spark-shaped imbrications (scalelike decorations) that
suggest the ground on which the figures stand (cats. 15, 16,
18), backgrounds strewn with rosette decoration (cats. 29,
55), and orphreys ornamented with geometric motifs or
clothing patterned with dots (cats. 19, 20). Friezes or car-
pets of rosettes inscribed within circles decorate numerous
works and entirely cover the reverse sides of some chasses
(cats. 24, 27). These were also taken from early medieval
art: the reverse of the chasse of Mumma in Saint-Benoit-
sur-Loire has this type of decoration’?

These borrowings do not, however, underlie all
Limousin Romanesque enamelwork. Close ties to artistic
centers in central France, notably the Auvergne, were
among the factors contributing to the “severe” style of a
number of works (cats. 25, 45, 69).

A question remains: Were there ties between Limousin
enamels and works, enameled or otherwise, produced in
other artistic centers during the second half of the twelfth
century? M.-M. Gauthier (1958) showed how the fine
ornamental foliage, which gave its name (vermiculé) to
the oldest known group of works made in Limoges, had
spread through the West—as well as the East—Dbefore it
was taken up by the goldsmith-enamel-workers of
Aquitaine. Stylistically the Limousin enamels seem to
demonstrate a familiarity with English art, principally illu-
minations (cats. 21, 39). This, however, might have been a
reaction to Continental works that were important in the
formation of the “damp fold” style, which dominated
English art in the second half of the twelfth century. It is
probable that Limousin artists had some knowledge of
proto-Gothic art, with its concern for verisimilitude that
developed north of the Loire, notably in the Ile-de-
France, about 1150. On the other hand contacts with
works from the Rhine and Meuse Valleys or with the
Byzantine or Byzantinizing creations of Sicily or else-
where, which are sometimes posited to explain tendencies
in Limousin enamel, seem to have been for the most part
overestimated (cats. 21, 22, 62).

The location and organization of the first Limousin
enamel workshops remain unknown. The consistency of
most of the production suggests a concentrated activity—
in the same town (Limoges) and perhaps even in the same
neighborhood. But were works of exceptional technical
virtuosity—such as the Poitiers crosier (cat. 23) or even
the appliqués on the Souvigny Bible (cat. 34)—made in
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Fig. 4. Chasse of Saint Stephen: detail, Saint Stephen Led from
the Town. Gimel, Church of Saint-Pardoux

-
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Fig. 5. Chasse of Mozac: detail, Abbot Peter Celebrating
Mass. Mozac, Church of Saint-Peter

Limoges itself or in another center? In some cases a strong-
ly individualized style may raise doubts about the location
of what appears to be a Limousin-based workshop. Did
the artists who made the Mozac chasse (cat. 45) work in
the Aquitanian city of Limoges, or had they moved to the
Auvergne from the Limousin? This issue of location is
even more relevant to discussions of the authors of the
Orense ensemble (cat. 51) or of works destined for Italy
(cat. 53). Moreover, to what extent does the concept of
workshop aid in the assessment of these artists™ activity?
(“Workshop” is a convenient term that appears often in
these pages.) Similarities may make it possible to recog-
nize with certainty the hand of the same artist (cats. 21,
22). But would this artist have worked in one of a small
number of important establishments, rigorously organized



Fig. 6. Eucharistic coffret from the Treasury of Grandmont. Formerly
Limoges, Musée Municipal de IEvéch¢

and perhaps specialized, or would he have worked in one
of a number of small shops run by a single master? The
complex relationships between the works shown here
leads me to prefer the second hypothesis. It does seem cer-
tain, however, that for certain works, iconographical
themes or decorative motifs were taken from established
models and soon became standardized.

Limoges Between Romanesque and Gothic

The evolution of the Oeuvre de Limoges is not marked by
disruptions or strongly differentiated stages. There is an
exceptional persistence of forms and decorative themes,
with some use of earlier treatments. Innovations in nearby
centers were accepted only gradually and within limits.
The history of Limoges enamel does not appear to be a
straight line but a stream in which different currents
merge in each period. Thus in the early thirteenth centu-
ry the abundant production of the Limousin workshops
was marked only to a certain degree by the spirit of early
Gothic art, or the style of the 1200s, which then dominat-
ed the regions north of the Loire. The artists of Limoges
had adopted a simplified version of the new manner,
incorporating supple draperies with fine, tight folds and
full, rounded faces, while preserving the late Romanesque
taste for lively narration and figures in motion.

The largest group of works from the early thirteenth
century shows an attachment to ideas of the preceding
era. However, a certain softening of the forms, a freer
treatment of scenes or figures, and the occasional use of a
new iconographical theme or decorative motif indicate a
slow evolution. The ciborium of Master Alpais (cat. 69) is
one of the first and most beautiful creations to exhibit this
opening up. The figures decorating the upper and lower
coupes are still conceived in Romanesque terms and have
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half-relief heads of the “classical” type that appeared in
Limousin production around 1180, while the figures on
the foot and the angel engraved inside the lower coupe
show the influence of early Gothic art. The inscription—
Magister G. Alpais Lemovicarum—is of great importance
since it gives in exceptional fashion not only the artist’s
name but also where he worked. Attempts have been
made to attribute other works to this artist, among them the
Eucharistic coffret from Grandmont, an extraordinary piece
that must have been made by a very gifted artist (fig. 6).*

If the first Gothic infusion seems less evident in other
works, it is nonetheless manifest in, for example, the Holy
Women at the Tomb and in Saint Peter’s drapery on the
Louvre and Metropolitan tabernacles (cat. 70).

The quality of work in the early thirteenth century
varies more widely than it did in the decades before. A
strong and little-diversified demand for certain types of
objects, such as book covers (cats. 86, 87) or crosiers (cats.
109, 110), encouraged an almost systematic use of estab-
lished models, which sometimes led to stereotypical repe-
tition. Innovation, however, was also more common
during these years; some artists moved away from
Romanesque art by adopting new approaches. A number
of works cast old themes in Gothic shapes; among these
are a coffer decorated with fantastic creatures and secular
scenes, which belonged to Cardinal Bicchieri, bishop of
Vercelli, and was mentioned in a 1227 inventory (cat. 88),
and medallions from similar coffrets (cat. 92).

The supple and more natural spirit of early Gothic art
is evident especially in the enamel reliefs that decorated
altars, tabernacles, and chasses. First seen on small but
unusually fine works, such as the Annunciation to the
Shepherds from the Louvre (cat. 94), this style was used in
important ensembles, imposing examples of which are the
apostles from the main altar at Grandmont (cat. 58) and
the tabernacle from Cherves (cat. 98). A few other very
fine works—the Angel of Saint Matthew in the Musée de
Cluny (fig. 7), the Virgin and Child in the Cleveland
Museum of Art (fig. 8), and the evangelists once in the
Spitzer Collection (cited in cat. 95)—confirm the full par-
ticipation of some Limousin artists in this first Gothic
flowering. The broad foliate rinceaux with enameled fleu-
ron supports derive directly from those made at the end of
the twelfth century, but the simplification and amplifica-
tion of the floral motifs give a decidedly Gothic flavor. A
rare chronological signpost is provided by the Grandmont
apostles, which were very likely completed before 1231.

During these same years other artists did not conform
to Gothic conventions. The fine reliquary of Saint Francis
of Assisi (cat. 101), for example, is exceptional in Limousin
enamelwork, since it can be dated in relation to historical



events (Saint Francis died in 1226 and was canonized in
1228). Its quadrilobed form and its iconography are new,
but its style and decoration seem inspired by themes and
practices that had been popular several decades earlier,
perhaps at the request of the person who commissioned it.
Other related though less imposing works—such as the
Metropolitan plaque depicting Saint William of Bourges,
canonized in 1218 (cat. 102), and the Bonneval cross in the
Musée de Cluny (cat. 104)—present similar enameled fig-
ures on a ground of reserved and gilt copper and thus
demonstrate a comparable stylistic independence from
Gothic impulses.

At this time Limousin workshop production was very
diversified, and some objects were untouched by stylistic
trends. These include crosses, book covers, and chasses
that have a very stylized decoration of half-relief enameled
figures (cats. 112—15). There are also a few pieces whose
lack of figurative decoration gives them a timeless
quality—for example, Eucharistic doves (cats. 105, 106).

The Last Flowering: From 1250 to 1350

An important new period in Limousin enamelwork began
about 1240—50. The impetus, like that earlier in the cen-
tury, seems to have come from contacts with the art of
regions north of the Loire; this time there were also com-
missions from these same regions. There were changes not
only in the style but also in the form and the type of works
produced. Some objects, such as book covers, seem to
have been less frequently produced; others, such as gemel-
lions (basins used to wash the hands), found new favor.
The funerary arts made their appearance in Limoges. The
oldest examples of this genre that can be dated with cer-
tainty are the tombs of Blanche (d. 1243) and John (d.
1248), the children of Saint Louis—the first and only sur-
viving royal commission to the Limousin goldsmiths (cat.
146). Not unrelated to the taste for strongly repoussé cop-
per gisants (recumbent figures of deceased persons) was
that for the half-relief appliqués, very sculptural in style,
that decorated large chasses and altars (cats. 61, 116-22).
This evolution toward a more monumental treatment,
one more solid and somber, reflects stylistic changes in the
{le-de-France in the 1240s.

In enameled ornaments, vegetal themes survived but
diminished during the second half of the thirteenth cen-
tury. Heraldic decoration, probably introduced through
funerary commissions, became more common, especially
on coffrets, gemellions, and candlesticks. These armorial
bearings sometimes allow precise dating of a work. For
example, the renowned coffret of Saint Louis (cat. 123)
bears the escutcheons of the great families during Louis IX’s
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Fig. 7. Angel, Symbol of Saint Matthew. Paris, Musée
National du Moyen Age, Thermes de Cluny

Fig. 8. Virgin and Child. Cleveland Museum of Art



Fig. 9. The coffret of Richard of Cornwall. Aachen Cathedral Treasury

reign, and its execution can be placed between 1234 and
1237, and similar elements allow the coffret “of Richard of
Cornwall” in the cathedral treasury at Aachen to be
attributed a very probable date of 1258 (fig. 9).> On most
objects, however, Limousin artists used heraldic ornament
simply as a colorful device without its original personal
and familial references (see Pastoureau, below, and cats.
128-39).

In the second half of the thirteenth century, Limousin
production displayed diverse tendencies, among which are
a strong attachment to the traditions and practices surviv-
ing from previous decades. Thus the supple, tight-folded
drapery and the rounded faces of early Gothic art are still
found on works that appear to have been realized after
1250. One of the most eloquent examples of this phenom-
enon is the chasse from the butchers' chapel at Saint-
Aurelian in Limoges, the only Limousin chasse whose
origin is connected to a Limoges building (cat. 141).
Despite their sometimes modest stature, the few datable
works—such as the dedicatory plaque from the altar of
the priory at Artige, which bears the date 1267, and the
mandorla reliquary from Saint-Martin of Brive, which
held the relics of Saint Clare and thus can be dated after
her canonization in 1255—are important evidence in the
establishment of a more certain chronology.

Important qualitative differences evident in the first
part of the thirteenth century—such as the emergence of
stereotypical products—continued and perhaps increased
as the century wore on. These conservative and standard-
izing tendencies seem to have become stronger at the turn
of the century. Production appears to have diminished,
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and enamelwork seems to owe its survival to a mostly
modest and above all local clientele. The only exceptions
to this constriction are perhaps funerary pieces: in the
gisant of William of Valence (of about 1292; fig. 10) in
Westminster Abbey,® the face of Blanche of Champagne
of about 1306 (cat. 151), and the 1307 effigy of Guy
de Meyos (cat. 152), one can see the effects of new
trends during the time of Philip the Fair (r. 1285-1314).
Responsiveness to innovation is even more evident in the
very beautiful enameled plaques in the Wallace
Collection,” whose original destination is unknown. The
attribution of the plaques to Limousin workshops is also
uncertain, a problem peculiar to this period, when centers
in northern and southern France began to fabricate copper
objects with champlevé enamel decoration.

Sculptural works with little or no enamel, such as head
reliquaries, seem to have enjoyed an ongoing popularity.
In fact, the last known piece of Limousin production is
the head reliquary of Saint Ferreolus in Nexon, made in
1346 by Aymeric Chrétien, “goldsmith of the chiteau of
Limoges” (cat. 157). Like the much more somber inscrip-
tion of a century and a half earlier on the ciborium of
Master Alpais (cat. 69), the long enameled inscription on
this reliquary’s reverse states that the goldsmith, a lay per-
son, was established in Limoges, here giving the specific
quarter. In the fourteenth century, accounts of the
Limoges goldsmith-enamelers became sporadic, indicat-
ing the slow decay of the workshops. Traditionally attrib-
uted to the town’s sacking by the Black Prince in 1370, the
demise of enamelwork seems to have taken place gradual-
ly over the preceding decades.



Fig. 10. Tomb effigy of William of Valence.
London, Westminster Abbey
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. This term, designating the fine ornamental motifs with tight scrolls

engraved on grounds of gilt copper, was made current by the funda-
mental studies on these works published by Linas (1883) and
Marquet de Vasselot (1905).

. In particular, in the Sacramentaire de Saint-Etienne de Limoges

(Sacramentary of Saint Stephen of Limoges), Paris, BNF, ms. lat.
9438; see Gaborit-Chopin, 1969, figs. 95-98, 169, 171.

. Paris, 1965, no. 192. Such friezes with rosettes are also found in

eleventh century illumination, for example in the Homélies sur
Evangile de Jean by Saint Augustine in the Bibliotheque de Tours
(ms. 291, fol. 96), the manuscript in which one also notices other
decorative motifs common to Limousin production as well as west-
ern Romanesque art, which tends to confirm the recent theory that
sees the art of the region around Tours in the tenth and elventh cen-
turies as one of the principal sources of this art.

Gauthier 1964a, p. 83.

See Vaivre 1974, and cats. 123, 133.

See Chancel-Bardelot, Appendix, list no. 16.

See Gauthier 1972b, no. 141.



Opus Lemovicense: The Taste for and Diffusion of

Limousin Enamels

BarRBARA DRAKE BOoEHM

De opere lemovicensi: In an era before advertising, before
international telecommunications, this phrase—of Limoges
work—was a virtual trademark, recognized throughout
Europe, for enamels made in the city of Limoges." Its first
recorded use is in a letter of 1167-69, written by John, a
religious of the church of Saint-Satyre, to Richard, prior of
Saint-Victor in Paris, about a financial transaction. With
his superior’s permission Jean had left his community to
follow Thomas Becket. In his haste he had to borrow
money from a friend and promised that the loan would be
repaid by the prior of Saint-Victor. To prove that his letter
was authentic, Jean reminded Richard that while he had
been in the infirmary at Saint-Victor, they had discussed a
book cover of Limoges work, which Jean wished to send
to the abbot of Witgam (Wingham, Kent, a dependency
of Canterbury).”

This reference is remarkable not only because of the
early date—several decades before the earliest sizable
body of surviving Limoges work—but also because of the
assumption that seeing a Limoges enamel book cover was

Fig. 11. Enameled vase. Gallo-Roman (3rd century).
Discovered at La Guierche in the 19th century.
New York, The Metropolitan Museum of Art
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memorable enough to be cited as the identifying moment
of their visit together. What had so impressed this church-
man in the circle of Thomas Becket? What were the dis-
tinctive qualities that caused him to value this work of art
and to label this particular type of powdered glass fused
onto a sheet of copper as de opere lemovicino? How did
Limoges work become such a sought-after commodity,
and how was its use spread throughout most of western
Europe before the mid-thirteenth century?

The enrichment of metal with colored decoration had
long been considered a remarkable skill. Writing in the
mid-third century A.D., the Greek Sophist Philostratus
remarked: “It is said that the barbarians of the [Atlantic]
ocean pour these colours into bronze moulds, that the
colours become as hard as stone, preserving the designs.”
He was probably describing enameling of the type found
on the vase excavated at La Guierche, some thirty-five
miles west of Limoges, in the nineteenth century (fig. 1).
Brilliant red, blue, and green enamels define the foliate
ornament encircling the body of this sturdy but elegant
vase. Roman coins found inside the vase provide a date
between 260 and 273.

In early Western medieval art, however, it is not this
sort of Gallo-Roman enameling, with its overall foliate
patterns of color, that was adopted; rather, it was enamel-
ing on gold. The esteem in which these enamels on pre-
cious metal were held is suggested by their use, like gems,
set in combination with, or in place of, colored stones. On
the Carolingian altar frontal of San Ambrogio, Milan,
enamel strips frame the figurative scenes. On the tenth-
century reliquary of the nail of the True Cross at Trier, fig-
urative enamels and gems cluster around the nail’s head.*
In his twelfth-century treatise Theophilus describes a chal-
ice on whose rim enamels alternate with gems and pearls’

The earliest enamels produced in central France belong
to this same type. On the portable altar from Conques
(cat. 1), figurative enamels alternate with gems in a regular
pattern; among the stones are small enameled “gems”
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Figs. 12 a and b. Book-cover plaques. Vienna, Museum fiir angewandte Kunst

bearing a floral design. On the chasse of Bellac (cat. 9) the
figurative enamels are again set on disks, which are in turn
secured to the chasse by means of bezels, in the same man-
ner as the jewels of the chasse. With the chasse from
Champagnat (cat. 10), the enamel decoration begins to
break out of the confines imposed by its association with
gems: the enameling floats freely on the gilt-copper sur-
face. Still, the placement of the figurative elements in rela-
tion to one another seems somewhat unresolved, as on the
reverse, where areas of foliate ornament fill the space
between the symbols of the evangelists.

An equation of enameling with gems continues even
after enameling became the primary medium rather than
a jewel-like accent. The funerary image of Geoffrey
Plantagenet (cat. 15) was described in a twelfth-century
chronicle as “ex auro et lapidibus” (of gold and stones),
when in fact the entire monument was fabricated from
gilt copper and champlevé enamel *

Though the book cover mentioned in the letter of
1167—-69 to Richard of Saint-Victor is not known to have
survived, its form probably corresponded to preserved
examples like the pair in Lyons (cat. 18) or the pair in the
Museum fiir angewandte Kunst, Vienna (figs. 12a,b). The
colored glass is no longer used exclusively for ornamental
accents but for the definition of figures, such as those in
the Crucifixion and the Christ in Majesty. The enamel has
become integral to the work of art itself, and the metal
surface has become the support for “painting” with glass.
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The expertise of the enamelers of Limoges is as remark-
able today as it was in the twelfth century. The channels in
the copper are precisely cut. The glass powder is carefully
laid in, often with multiple shades in a single field. The
palette is rich and the shades are subtly differentiated. The
highly polished enamel surfaces are free from bubbles and
flaws.

From the end of the twelfth century and into the four-
teenth, Limoges enamels were characterized by a predom-
inantly blue palette, an aesthetic shared with Gothic
manuscript illumination and stained glass. The interior of
a Gothic cathedral seems to be bathed in blue light, and
pages of the Bible moralisée are dominated by a deep blue
field. Sapphire was the color associated with the doors of
the Heavenly Jerusalem and with the feet of God himself
in Scripture. In his writings Hugh of Saint-Victor
(1096—1141) often explores the mystical significance of the
color blue; following the tradition of earlier theologians
like Bede, he associates sapphire, hyacinth, and lapis with
the Old Testament and with heaven. Blue becomes a
metaphor for the sacral realm.” This kind of association,
articulated in the writings of the celebrated scholar from
the abbey of Saint-Victor, may well underlie the taste for
the blue of Limoges enamels.

A distinguishing feature of Limoges enameling, by
comparison with manuscript and stained glass, is its
simultaneous use of painting, through the fusion of glass
powder and metal, and of sculpture, through its inventive



Fig. 13. Apostle. Present whereabouts unknown

Construction of the Monastery of Le Puy.
Mozac, Church of Saint-Peter
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and highly skilled manipulation of copper. As early as
1160—70, the heads of figures were being worked sepa-
rately and set against an enameled ground.® The overall
effect was dazzling: in the sixteenth century E de Lagarde,
a brother of Grandmont, described the abbey’s altar
frontal as “fort bien ouvré et excellent, aultant ou plus
riche que si le tout estoyt d’argent” (very well worked and
excellent, as rich or richer than if the whole thing were of
silver).” Today the visual effect of an altar of Limoges work
can only be suggested by surviving elements, like the
plaques from Orense (cat. s1); those from Grandmont
itself (cat. 58); and those from a third series, of unknown
provenance, which are published here together for the first
time (cat. 46, figs. 46 4, b, and fig. 13.)"

Enamels of Limoges, whether in the form of book cov-
ers (like that mentioned by John of Saint-Satyre), candle-
sticks, boxes, buckles, or incense burners, were as suited to
their function as they were aesthetically appealing. The
copper-plate ground is relatively thick and strong. Unlike
gold or silver, it is not easily misshapen by handling. Nor
does the enameled surface fracture easily. Sturdiness was
surely one of the many desirable aspects of Limousin book
covers and candlesticks, which were in daily use. An
enameled pyx or chrismatory, unlike a silver one, does not
tarnish with handling. An enameled reliquary is gilded
and colorful but less expensive than one of gold—and
therefore less likely to be stolen. Enamel decoration is not
only more colorful but also more legible than repoussé.

Limoges was not, however, the only center to produce
enamels with these qualities. The Meuse and Rhine
Valleys were also renowned for enameling. Abbot Suger of
Saint-Denis (r. 1122—51) summoned seven Lorraine gold-
smiths to create the great cross for his abbey, and at the
end of the twelfth century Nicholas of Verdun was called
to work at Klosterneuburg, near Vienna, and at Tournai.
Why then was Limoges work more widely diffused than
that of the Meuse Valley? A number of historical circum-
stances favored the development of opus lemovicense and
allowed it to avoid becoming dependent on a single
patron or group of patrons.

The city of Limoges was located at the intersection of
major trade routes that dated from Roman times." There
was a strong local tradition of goldwork, evidenced in the
legend of Saint Eligius (ca. 588—660), patron of goldsmiths,
who was born in Chaptelat, near Limoges; by the names
of goldsmiths recorded at Limoges; and by the inventories
of the abbey of Saint-Martial and other churches.” Limoges
was situated along ecclesiastical and pilgrimage routes to
both northern Spain and Rome. Thus its enamelers were
poised to accommodate local ecclesiastical and monastic
communities, like Saint-Michel-des-Lions, for which the



chasse of Saint Loup was made in 1158,” or Bellac and
Champagnat (cats. 9, 10), properties of the counts of La
Marche, as well as affiliated Benedictine communities like
Ruffec (where the chasse of Saint Alpinian was commis-
sioned by Isembert, monk of Saint-Martial who was
named prior of its dependency there),"* Mozac (cat. 4s; fig.
14), Saint-Sernin of Toulouse (cat. 40) and dependencies
of Cluny, like La Voiilte near Le Puy (fig. 706).

Such monastic associations were not confined to
France. The church at Frassinoro in northern Italy pre-
serves important examples of Limoges metalwork. The
first is a gilt-copper candlestick without enameling, which
bears the name of its maker, Constantine of Limoges (fig.
15). The animals inscribed in roundels are closely related
in form to those found on the coffret of Abbot Boniface
(cat. 7) of about 111030 and constitute an important link
between the metalwork executed at Conques and
Limoges. The fabrication of the Frassinoro candlestick
probably coincides with the church’s becoming a depen-
dency in 1107 of the monastery of La Chaise Dieu in the
Auvergne, a community that had strong ties to Saint-
Martial at Limoges.” (Frassinoro was also the monastery
in which Guinamundus, the artist who made the late-
eleventh-century sepulchre of Saint Front, Périgueux, was
resident.)’® The treasury at Frassinoro also includes a
Eucharistic dove of Limoges work, witness to the contin-
uing relationship with central France. The movement of
monastic personnel seems to correspond to the diffusion
of enamels, as Gauthier has suggested for Roda de Isabena
(see cat. 7).

Monasteries typically maintained close links to the
seigneurial families of the region, many of whose members
entered religious orders and contributed both lands and
funding to the communities.” It is likely that the creation
of works such as the chasse of Saint-Viance (cat. 118) and
the equestrian plaque from Gourdon (cat. 93) as well as the
late-thirteenth-century coffret of John of Montmirail (cat.
133) involved the direct patronage of the local nobility.

The political relations of France and England in the
second half of the twelfth century coincidentally favored
the development of enameling at Limoges. Following the
marriage in 1152 of Eleanor of Aquitaine to Henry II, the
Plantagenet king of England, Limoges became a Plantage-
net stronghold, a satellite capital in the heart of medieval
Aquitaine. As the stained glass of Poitiers reflects the pres-
ence of Eleanor and Henry,” so, at Limoges, enamelwork
indicates the patronage and favor of the Plantagenets.”

The surest manifestation of Plantagenet interest in the
Limousin is witnessed at the abbey of Grandmont, which
Henry II wanted to make his royal necropolis.”® His inter-
est may have first been sparked by Eleanor, who had
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been taught by the Grandmontain Geoffrey de Loroux,
former scholar of Angers and archbishop of Bordeaux
(r. 1136—58).” But Henry’s own belief in the value of his
association with Grandmont was fervent. During a life-
threatening storm at sea, he is recorded as saying: “Let us
proceed courageously, for the Grandmontain brothers, in
whose prayers we trust, have risen at midnight and are
praying for us at Matins. It is impossible for us to perish
while the brethren are watching and praying for us.”*
Henry visited Grandmont in the 1170s and in 1182, when
he and his son Geoffrey ate in the refectory. In 1177 Henry
was at Grandmont for a meeting with the count of La
Marche, an encounter that led to the king’s purchase of
the county (see cat. 10). When his errant son Henry died
in 1183, a monk of Grandmont was given the task of
informing the king of the tragic news. Henry II was
unfailing in his financial support for the community at
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Fig. 15.
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Frassinoro,

Church



Grandmont: many payments and shipments of building
materials are recorded in the 1170s. When the king died in
1189, he left the abbey of Grandmont two thousand
pounds in his will.?

The importance of the Grandmontain order in the
diffusion of Limoges enameling in France has rightly
been emphasized® A number of dependencies of
Grandmont are recorded as having crosses whose style
indicates that they come from the same workshop as the
celebrated Grandmont plaques in the Musée de Cluny
(see cat. 57a, b). The treasure excavated at Cherves (cats.
98—100) may represent the holdings of a single nearby
Grandmontain foundation. Similarly, the priory of Haie-
aux-Bonshommes near Angers, founded in 1178 by Henry
11, recorded in its inventory a “very old” gilt-copper and
enamel tabernacle, perhaps similar to the one excavated at
Cherves, as well as coffrets and reliquaries of Limoges
work.”

The Grandmont order’s influence in the spread of
Limoges enamel seems to have been limited to France.
(there were but four Grandmontain priories in England
and only two in Spain.)*® The links of Limoges to the
Plantagenets themselves, rather than to the Grand-
montain order, seem to have encouraged the movement
of Limoges enamelers to England and to Spain. The brief
but exceptional flowering of enamelwork at Silos was fos-
tered by the royal patronage of Alfonso VIII of Castile and
Eleanor of England, daughter of Henry II and Eleanor of
Aquitaine, whose gifts to Silos are recorded between 1177
and 1202.”7

The connections of Limoges with Rome were en-
hanced via Grandmont at the end of the twelfth century.
Gérard Ithier, seventh prior of Grandmont (r. 1188-96),
was charged with submitting papers for the canonization
of the founder of the Grandmontain order, Stephen of
Muret; a priest and lay brother went to Rome with letters
from the General Chapter and testimonials from Henry
11.”* In 1189 Pope Clement I1I (r. 1187—-91) sent delegates to
the ceremony held at Grandmont on August 30.” Pope
Innocent III (r. 1198-1216) first delegated William of
Bourges (see cat. 102) and then twice visited Grandmont
himself to settle disputes concerning authority within the
community. This same pope became a patron of Limoges
enameling. About 1215 he presented a reliquary of Limoges
work in the form of a basilica to the church of Saints
Sergius and Bacchus in Rome, his titular church as a car-
dinal’®* More important, he undertook to renovate the
decoration of the Confessio in Saint Peter’s Basilica with a
campaign of Limoges work.” The Confessio marked the
burial place of the Apostle Peter, one of the most sacred
spots in Western Christendom, and the importance of this
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commission as an indicator of the status of Limoges enam-
eling cannot be overestimated. The Limoges-work decora-
tion followed commissions and embellishments in gold
and silver by five popes, from the fifth century through
the ninth.”* The taste for Limoges work on the part of the
popes continued, as the inventories of 1295 and of
Avignon attest.”” The importance of Limoges work was
validated both through Innocent’s commissions and
through a proclamation by the Lateran Council, which
was convened at Rome in 1215. Attended by more than
four hundred archbishops and bishops and more than
eight hundred abbots and priors, the council, and
Innocent himself, wanted to consolidate and strengthen
church authority, partly but not wholly in response to
problems of heresy. Liturgical objects of Limoges work
were one of the practical means used in establishing uni-
versal standards for the practice of the faith. The council
established that all churches must have two pyxes for
reserving the Sacrament and specified that one of them
could be of Limoges work, perhaps because that was
already the practice or perhaps because Limoges work was
more affordable than precious metal, yet suitable for its
precious contents (see cat. 74).

While the enamelers of Limoges produced works of art
whose decoration was specific to a particular commission,
they were equally adept at fabricating works that could be
used in any ecclesiastical context. Chasses rich with ver-
miculé and representing the Crucifixion and Christ in
Majesty were preserved in churches in France, England,
and Denmark. Crosiers representing Saint Michael and
the Dragon have been found in the tombs of bishops of
Germany, France, and Spain (see cats. 109, 110).

The Limoges work in the churches of present-day
Denmark and Sweden probably dates from the consol-
idation of church authority in that region under the arch-
bishops of Lund beginning at the end of the twelfth cen-
tury. Ecclesiastics such as Absalon of Lund (1128-1201),
who established monasticism in the Scandinavian territo-
ries, and his successors were trained at the university in
Paris. Considerable correspondence between Innocent I11
and the archbishops of Lund survives,* and churchmen
from the region were present at the Lateran Council in
1215. It was in the context of this kind of contact with
Rome and with France that they acquired objects of
Limoges work like the chasse of Uppsala (fig. 16) in the
same period.”

The coffrets of Cardinal Guala Bicchieri (see cats. 88,
92) were taken to Italy prior to his foundation of a new
Augustinian church at Vercelli. With such gifts, he was
apparently following an already established example: in
his will of 1218 the bishop of Paris gave two Limoges work



coffrets to the church of La Chapelle-en-Brie.”* There
are numerous instances of Limoges objects in communi-
ties of Augustinian canons, such as Saint-Maurice-
d’Agaune, Klosterneuburg, and Roskilde.”” The use of
Limoges objects by Augustinian communities began in
the Limousin—the chasse of Saint Geoffrey at Le Chalard
was the property of an Augustinian community founded
in 1089 (fig. 118a).”* The spread of Limoges work so far
afield seems to have been facilitated by the presence of for-
eign churchmen in Paris and in particular by their con-
tacts with the abbey of Saint-Victor—where John of
Saint-Satyre first saw a Limoges book cover in 1167-69—
as the examples of Guala Bicchieri and Absalon of Lund
suggest.

The patronage of the Knights Templar and of the
Hospitallers seems also to have played a role in the diffu-
sion of Limousin enamels. Their taste for Limoges works
is demonstrated by the Virgin of La Sauvetat (cat. 156), a
Virgin of the same type preserved at Breuilaufa,” the lost
altar at Bourganeuf (see cat. 122), and the funerary plaque
of Guy de Meyos (cat. 152). The inventory of the com-
mandery of Joigny of 1313 mentions numerous objects “de
Limoges.”*°

Much has been made of the dissemination of Limoges
work by means of the pilgrimage roads. The appearance
of an important altar frontal at Orense (cat. s1), not far
from Santiago de Compostela, appears to argue for this
hypothesis, at least insofar as individual churches
increased revenues from pilgrims provided the means for
the acquisition of enamelwork. The paths followed by the
pilgrims were in fact the same routes established between
monastic communities and, as the example of Orense and
of the eleventh-century monument at Périgueux attest,
were well established even among sites that were not pri-
marily associated with pilgrimages.

Church and political connections and individual gifts
contributed to the importation of Limoges enamelwork to
the Holy Land. An early example of contact between
Aquitaine and the Holy Land runs east to west, represent-
ed by the relic of the True Cross sent by Amaury, Latin
king of Jerusalem, to Grandmont in 1174. But several
Limoges work candlesticks excavated at Jerusalem date to
about the same period.* The single rectangular thir-
teenth-century Limoges plaque of Christ in Majesty at the
monastery of Saint Catherine, Mount Sinai, suggests an
offering left by a Crusader. A rough-cut keyhole allows it
to serve as a lock plate on the left panel of the sixth-centu-
ry carved wood door (fig. 17). The decoration of some
pyxes with armorial motifs and, in one instance, with the
image of knights traveling by boat (fig. 18) suggests that
they were made for Crusaders.
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Fig. 16. Chasse. Uppsala, Cathedral Treasury

Aristocratic taste for Limoges work seems to have
revived in the mid-thirteenth century, perhaps following
the example of Saint Louis, two of whose children were
interred with brilliantly colored funerary effigies of Limoges
work set over them (cat. 146). In Brittany, Champagne,
and England, Limoges work tombs enjoyed a vogue
not only among nobles and bishops but also among
wealthy bourgeois; today these are documented largely
through pre-Revolutionary watercolors and surviving
contracts (see chapter VI). Princely taste for Limoges
enameling from the mid-thirteenth century onward was
not confined to tomb sculpture. Coffrets decorated
with heraldic motifs, one of which held relics of Saint
Louis himself (cat. 124), were also valued. In addition
there were objects apparently associated with diplomatic
overtures. In 1317 King Philip the Tall sent a chanfrein, or
a horse’s ornamental headdress, to Armenia, during a peri-
od of considerable diplomatic effort in the Western
Church and kingdoms toward the Armenian kingdoms.*
A crosier representing Saint Michael belongs to the trea-
sury of the Armenian patriarch of Jerusalem.¥

In general, we need to admit the possibility of more
communication than our sense of the difficulties of road
travel and correspondence in the Middle Ages allows us
to suppose. It is estimated that between two hundred
thousand and five hundred thousand people traveled the
pilgrim’s route to Santiago de Compostela each year.*
Nobles and ecclesiastics traveled frequently and commu-
nicated by messenger.”” The peregrinations of the Plan-
tagenets in the Limousin testify to the mobility of political
figures in the twelfth century; Louis IX and Blanche of



Fig. 17. Book-cover plaque. Mount Sinai, Monastery
of Saint Catherine

Fig. 18. Pyx. Hartford, Wadsworth Atheneum
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Castile visited Limoges in 1244 as they were journeying to
the shrine at Rocamadour** The chronicles of Saint-
Martial, Limoges, record the visits of other princes to the
city: Philip the Fair in 1272 and 1285, Pope Clement V in
1306, James of Majorca in 1307.% In 1306—7, when Pope
Clement V was in Poitiers, six “Tartares” passed through
Limoges, perhaps Mongols whom the pope was hoping to
convert to Christianity.**

Book covers of Limoges enamel are preserved at
Novgorod, possibly sent there along the well-established
trade route through Scandinavia.*” There are even refer-
ences to what may be Limoges work in China, perhaps
among the liturgical objects sent by the Franciscans dur-
ing their missionary efforts from about 1250 to 1400. This
hypothesis is not contradicted by the survival of Limoges
work with Franciscan iconography and by the recorded
presence of Franciscans at Limoges beginning in the early
thirteenth century.’® In summary, the many aspects of reli-
gious and secular life held in common in Europe from the
late twelfth through the fourteenth century allowed for
the development of a truly international taste and market.
Even with the advent of a European community in the
late twentieth century, such a phenomenon still surprises
us and must be credited finally to the aesthetic appeal of
the objects themselves.
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Techniques and Materials in Limoges Enamels

IsaABELLE BIRON, PETE DANDRIDGE, AND MARKk T. Wyprvski,
WITH THE COLLABORATION OF MICHEL VANDEVYVER

I. INTRODUCTION

This exhibition has provided a unique opportunity to
investigate the techniques and materials used to create the
enameled objects attributed to central France—specifical-
ly those from Conques and Limoges of the twelfth
through the fourteenth century—as well as several key
objects that bear directly on the evolution of enameling in
this locale. Within Europe, the artists of Limoges were
unique in sustaining the practice of enameling throughout
the medieval and Renaissance periods. By documenting
the origins and development of this tradition, we can
establish a framework for the technical evaluation of the
artistic output of Limoges relative to its antecedents, its
contemporaneous counterparts, and its own evolution.'
Our study draws on five specific resources: the historical
texts that discuss workshop practices; observations drawn
from our examination and treatment of the objects in the
exhibition; earlier studies of enamels similar to those being
analyzed or contemporaneous with them; available analyt-
ic capacities; and modern practitioners who have adopted
the style and techniques of medieval Limoges.

Three medieval treatises describe different aspects of
the arts of glassmaking and enameling. Two of these, the
Mappae Clavicula® from northern Europe and Eraclius’s

3 are twelfth-century

De Coloribus et Artibus Romanorum,
compilations that draw on ancient manuscripts and tradi-
tions as well as contemporaneous sources. Indeed, the first
two books of De Coloribus are thought to be of Italian ori-
gin, whereas the third book is considered to be French or
Norman.* Only Theophilus’s De Diversis Artibus® repre-
sents the writings of a practitioner, generally thought to be
the twelfth-century Benedictine monk Roger of Helmars-
hausen.® His treatise is the sole document that addresses
enameling directly,” and although he discusses the cloison-
né technique on gold, the process is very similar to enam-
eling on copper. The other two texts discuss the related
practice of glassmaking,® and Eraclius describes the cre-
ation of glass “gems,” or paste cabochons, from Roman

glass.” The numerous manuals from the sixteenth, seven-
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teenth, and eighteenth centuries are of interest as well, in
that they describe in much greater detail the materials and
the procedures employed by metalworkers and enamelers
whose technical origins are in the medieval period.”” Of
these, the most important is René Francois's La Facon de
lémaillerie recueillie des anciens émailleurs, thought to date
from the beginning of the sixteenth century, which out-
lines the techniques and materials used by Limousin
enamelers of the time."

In extant technical studies of Limoges enameled ob-
jects, the number of pieces examined has been limited,
and only isolated aspects of fabrication have been
addressed.” In the catalogue of northern Romanesque
enamels in the British Museum, a wealth of comparative
information has been provided about the materials and
practices used in the twelfth and thirteenth centuries to
produce the champlevé enamels in the museum’s collec-
tion, predominantly from the Meuse Valley, that are con-
temporaneous with those in the first half of our study.”

The varied analytical capacities of The Metropolitan
Museum of Art (MMA) and the Laboratoire de
Recherche des Musées de France (LRMF), combined with
standard protocols of examination, have allowed us to
characterize the working methods of the metalworkers
and enamelers of the Limousin and to quantify many of
the materials used."

II. THE TECHNIQUES OF FABRICATION

When forming a picture of metalworking practices in
Limoges, it is important to realize that they did not devel-
op in a vacuum. Workshops within Limoges and its envi-
rons had been producing ecclesiastical and secular objects
in silver, gold, and copper well before the period addressed
here;” and further, Limoges had been a locus for the mint-

ing of coins at various times during the preceding five



Fig. 19. Figure of Luna
(MMa 17.190.688).
Copper cloisons artic-
ulating the form are
laid into an iron dish
and secured by the
fired enamel.
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hundred years."” The discussion below adopts a chronolo-
gy of fabrication suggested by the objects, the historical

sources, and discussions with practitioners.

The Mining and Processing of the Copper

Beginning in the tenth century, the Harz Mountains in
Lower Saxony became the major center for mining the
copper used in northern Europe throughout the medieval
period.” Equally productive sites in southern Spain pro-
vided copper ore from Roman times until the fifteenth
century.® Whether either of these was the source for the
Limousin, or whether local ore or a combination of both
was used, is unclear; however, trace-element analyses of a
limited number of objects suggest that there were multiple
sources.” In what form or at what level of purity the cop-
per was sent from the mines to the ateliers is also difficult
to specify.”® Undoubtedly, refining was an integral part of
workshop practice, since only then could the metalworker
be assured of attaining an alloy whose physical properties
would be compatible with the techniques of fabrication.
Indeed, Theophilus describes the need for the further
refining of copper that was to be worked in a repoussé
style and gilded.” By reducing the impurities present in
the copper it would become less embrittled and could be
more readily hammered, chased, engraved, struck, and
scraped;™ moreover, the potential disruption at the inter-
face of the gold and copper by the migration of lead and
zinc to the surface during heating could be avoided.” Our
analyses seem to confirm this practice, since the composi-
tion of the alloys averaged 98.8 percent copper, 0.5 percent
lead, with iron/arsenic making up the bulk of the differ-
ence (see Appendix, table 1, p. 445).™

The Evolution of Champlevé Enameling
The champlevé method of enameling, which requires the
gouging out of the metal substrate to create cells, was the
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predominant decorative technique associated with the
metalwork of medieval Limoges. It is an ancient practice
that can be traced to both Celtic and Gaelic traditions;
however, the Limousin enameler used incised, hammered
sheet rather than the earlier cast forms or cast-in cells. The
style that developed in Limoges may be derived more
from the cloisonné technique—of equal antiquity and
practiced in the West into the tenth century”—whereby
the cells were created from thin strips of metal, or cloi-
sons, either of gold, silver, or a copper alloy, often soldered
to thin supporting sheets of the same metal. The transi-
tion from cloisonné to champlevé enameling in the early
Romanesque period in the Limousin can be illustrated
within the context of the exhibition; however, it should be
kept in mind that the progression was not strictly chrono-
logical, and that there were some centers, such as
Conques, that were working in a champlevé style at a very
early date. In the plaque with the figure of Luna (fig. 19),*
the cloisonné technique has been preserved with copper
strips overlaid on an iron dish. Each of the enameled
plaques from the portable altar with the symbols of the
evangelists (cat. 6) and the figure of Christ (cat. 5) have
been fabricated from two copper sheets of identical
dimensions:”” the image was cut out of the top sheet,
which was then soldered to the backing sheet that sup-
ported the enameled image and the single-width copper
cloisons defining it.* In the symbol of Saint Luke from
the portable altar, the outline of the ox’s proper right rear
thigh was adjusted with several thicknesses of wire. A vari-
ant of this same technique was used for the plaques depict-
ing the Elder of the Apocalypse (cat. 4) and the female
saint (cat. 3), where a single copper sheet was employed;
the interior of the sheet has been cut away to a uniform
depth, creating a large open cell with copper cloisons
delineating the design. The final step in the transition
seems to be the use of both cloisonné and champlevé tech-
niques within one image, apparent in the Champagnat
chasse (cat. 10) and the reliquary of Saint-Sulpice-les-



Fig. 20. Detail of an empty cell from an enameled plaque
(Louvre, MrrR249). The loss of enamel reveals the tooling
associated with a carved cell: a round-nosed scorper around
the perimeter and a flat, chisel-like graver in the interior.

Fig. 21. The heterogeneous color and particle size of
Limoges enamels are apparent in this dark blue example
(Louvre, MRR294). Individual particles are no greater
than o.5 micrometers in diameter. (Photo: D. Bagault)

Feuilles (cat. 54), where cloisons have been used selective-
ly: on the Champagnat chasse, in the nimbuses of the
angels on either side of the Hand of God; in the horizon-
tal band across the censer swung by the angel on the left;
in the nimbuses of the two Marys; in the drapery of
Christ; and in the reliquary, for the circular, decorative
motifs on the angel’s wings. An appealing aspect of the
cloisonné technique was the ease with which one could
shape the wire to affect the quality of the line. Initially,
that same visual effect seems to have been imitated by the
Limousin metalworkers, but the refinement achievable in
champlevé enameling was restricted somewhat by the
inherently subtractive process of carving.

The Preparation of the Plates for Enameling

With only a few exceptions, all the objects in the exhibi-
tion were fabricated from copper sheet, normally between
two and five millimeters in thickness, hammered out from
cast ingots and periodically annealed, or heated, to relieve
the stresses induced by cold-working. The indentations on
the backs of the objects, the lack of any casting texture or
porosity,” the scattered areas of delamination within the
metal, and the variation in the thickness of the metal
across each plaque are all indications of such working*®
The sheet would be cut to size with a chisel, and a slight
dome, or a curve, would be worked into the reverse. The
thickness of the copper precluded the possibility of
warpage during subsequent heating, which suggests that
the doming might have been an aesthetic choice.

The method (or methods) used to draw or transfer the
design onto the metal substrate is unclear; however, care
was taken in the layout to assure the successful integration
of decorative and functional elements. The systematic
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placement of reserved spaces for rivets or brads, hinges,
and clasps or locks suggests that they were laid out first.”
Major design elements such as appliqués or enameled fig-
ures and symbols would then be positioned.”” Where
enameled elements intersected previously reserved spaces,
their cells would be carved to avoid the reserved areas.
Lastly, engraved patterns and designs and enameled
borders would be sketched out to fill the remaining ground.

The X-rays of the plaques and the losses in the enamels
make it apparent that initially the outlines of the cells were
cut—typically with a round-nosed graver—?* and then
the bulk of the metal was removed from the interior with
either a scorper or a graver, generally to a depth shallower
than that of the perimeter (fig. 20).** Shaped objects with
complex curves and enameled decoration such as the
poupée figures (cats. 112, 115) and the Eucharistic doves
(cats. 105, 106) would have been shaped before the cells
were cut. During the working process, the forms or
plaques would have been supported, possibly in a bowl of
pitch, to maintain stability and provide a resistant surface
against which to work.”

Prior to the application of the enamel, it would have
been necessary to remove from the plaque and the cells
any dirt, grease, or corrosion that could inhibit the flow or
adhesion of the enamel to the copper. René Frangois men-
tions the use of salt, urine, vinegar, and wine as potential
cleaning agents, which would then be rinsed off with suc-
cessive washes of water.’*® More likely, an abrasive such as
sand would have been sufficient to remove any surface
contaminants.”’

Enameling
Enamels are made of glass that was either produced



specifically for the purpose or recycled. (See section III,
below, for a complete discussion of the possible sources for
and the analyses of the enamel.) Theophilus fully eluci-
dates the steps required to create a cloisonné enamel
plaque: preparing the enamel powder, filling the cells, fir-
ing, and polishing;® the techniques are similar to those
adopted in the Limousin for champlevé enamel and corre-
spond to Francois’s later description as well.*” The artist
selected the required shards of colored glass, heated them,
and dropped each into a dish of cold water, fracturing

them. Grinding in water with a pestle reduced the glass to

Fig. 22. Detail from the chasse of Saint Thomas Becket (cat. 39)
with a variety of different colored enamels contained within
individual cells and encircled by decorative stippling. A thin
layer of reddish cuprite formed at the interface of the copper

the appropriate size. Too fine a powder would cause air
bubbles to be trapped within the fired enamel, thus
diminishing the richness of the color.** After repeated

rinsing to remove potential contaminants, the prepared
sample was set aside in a covered dish. Because of the het-
erogeneous nature of the glass used in the Limousin for
enameling, it is possible to gauge the size of the particles
with the naked eye (fig. 21).

Using a sharpened quill, the enameler placed the slight-
ly damp powdered glass in the appropriate cells; different
colors of varying opacity were often applied within the
same recess (fig. 22).* Once filled, the plaque and its sup-
porting iron plate were placed near the fire to be warmed
slowly and to drive off any moisture retained within the
powdered glass. The object was then covered by a domed
iron lid pierced with many small holes. By mounding
charcoal around the iron muffle and by selective use of the
bellows, the temperature within the oven could be raised
sufficiently to fuse the enamel.** The color of the glowing
iron indicated the temperature within the oven and the
progress of the firing. When the enamel softened, the
charcoal was removed from around the oven and the
plaque was allowed to cool slowly, minimizing the risk of
the enamel cracking because of the different rates of
expansion and contraction for copper and for glass. Since
the volume of the enamel was much greater when pow-
dered than when melted, it was necessary to refill the cells
and repeat the firing process several times—depending
upon the complexity of the design—to achieve an
enameled surface that would be without any depressions
or voids.

The coloristic effects achieved by the enamelers were
limited by their choice of raw materials and by their use of
copper as the substrate. The heat required to fuse the
enamel caused the formation of a rich layer of red copper
oxide—cuprite—over the surface of the exposed copper
as well as the surface under the enamel (fig. 22). The use
of a predominantly opaque palette precluded much of the
visual distortion caused by this underlayer; however, in
the case of the translucent blues and greens, the effect of
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and the enamel. (Photo: D. Bagaulr)

the cuprite was diminished by increasing the depth of the
cells. In the symbol of Saint Luke (cat. 6), an intermediate
layer of opaque white was used to isolate the cuprite from
the overlaying translucent magenta coloring the ox’s body
and the book. Other examples suggest that artists made
use of the tinting power of the red underlayer to create or
enhance a translucent color. For instance, in the suppeda-
neum of Christ (cat. 43) and the book held by the Lamb
of God (cat. 27), a clear enamel has been applied over the
cuprite to create a red unusual in Limoges enamels. For a
characterization of the enamel colors, see Appendix, Table
7, Munsell notations.

Polishing

Theophilus describes a series of steps to reduce the undu-
lating quality of the fired enamel to a finished, polished
surface, using a range of different abrasives, beginning
with a flat, coarse limestone, with water as a lubricant, and
ending with a mixture of saliva and finely ground
potsherd rubbed over the surface with a goatskin.®
Undoubtedly, similar materials were used in the Limou-
sin. While the degree of finishing varies greatly, the quali-
ty achievable is apparent in the well-preserved, smooth,
g). 4
Under magnification one can see that even the most well-

reflective surfaces of the Conques medallions (cats. 7,

preserved surfaces are marred: by linear striations—
caused by the coarser abrasives—that span both the
enamels and the flat, gilded, reserved areas of their sur-
round; by circular voids where gas trapped within the vol-
ume of the softened enamel has partially migrated during
fusion;* and by specks of metal oxides.**



carry over to the metal and can be seen under the gilding.

Appliqués

Part of the decorative vocabulary of the Limousin work-
shops was the use of raised appliqué figures and discrete,
solid heads to add a strong three-dimensional aspect. It
has been proposed that they were mass-produced, using
dies or forms of some sort.* Since Limoges had a history
of serving as a center for minting coins,” it seems likely

that the capacity to form dies’® and the disposition to use
e — them were present. Examination of the heads indicates
Fig. 23. Detail of a stamped head (cat. 72). The lip

around the perimeter of the appliqué indicates the

depth of the die used. (Photo: Patricia Mazza)

that in fact matrices were used frequently. On the chris-
matory (cat. 71) and the ciborium of Master Alpais (cat.

Engraving

All the incised details on the plaques, such as the ver-
miculé grounds and the reserved figures within enamel
fields, were defined initially by pushing a graver through
softened, annealed copper. Depending upon the depth
desired, it may have been necessary to recut the line sever-
al times. Whether the engraving was done prior to or after
the fusing and polishing of the enamel is an open ques-
tion. By waiting, the artist could eliminate the necessity of
removing either the oxidized layer of cuprite from within
the thin engraved lines?’ or the potential overflow, or
spillage, of fused enamel in those same details. Of further
benefit would be the fact that the engraving of the designs
and figures could be initiated in a freshly annealed and
polished surface. Alternately, by completing all the
engraving prior to enameling, any danger of inadvertent
fracturing of the enamel would be avoided.

Certainly, the subsequent scraping of the metal surface
was done after the enamel was polished. By pulling either
a curved-edge or a straight-edge tool with rounded corners
across the surface, the thin lip of metal, or burr, pushed up
on either side of an engraved line could be removed or the
edges themselves rounded off. The modeling of the broad-
er figural planes was achieved with the same curved tool,
the marks of which are apparent on the surface as a series
of thin parallel troughs. By cutting back the metal, the
scrapers eliminated any trace of the marks left from pol-
ishing the enamels. In the flat, reserved areas within
enameled figures, where no metal was removed, or in
engraved details like the foliate pattern of the cross on the
chasse (cat. 24), where the reserved metal was so slight as to
make scraping impracticable, the striations from the abrasives
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69), for example, it is possible to find identical heads with-
in each group as well as being able to find a single head—
the bearded, balding figure (Saint Paul?)—replicated on
each.” The depth of the dies is apparent when one looks at
the edges of those heads in shallow relief where there is a
lip, or shoulder, around the perimeter, just beneath the
articulated details (fig. 23), below which excess metal has
been cut away. Similarly shallow dies were used for the
heads in higher relief, with details and undercuts engraved
into the additional, unarticulated metal below the shoul-
der (cat. 31). Microscopic examination of all the heads
indicates that struck details in the hair and beards and
around the eyes and mouth were often reinforced or artic-
ulated further by engraving and chasing. The extent to
which dies were used is unclear. Were all the heads on
each object stamped or were some so individualized,
requiring so much working after stamping, that it would
have been more efficient to carve them entirely? Certainly,
the solid, carved heads of the crucified Christ on the cross
and on the book cover are unique (cats. 25, 26).

The appliqué figures, like the pierced medallions and
crosier knops, were created from copper sheet. Their initial
rough forms were raised from the back and then finished
from the front, whether in a traditional repoussé
technique or with the aid of negative forms. Round-
headed peening hammers and tracers, or chasing tools,
were used to raise the more massive forms, whereas a trac-
er sufficed for distinct elements like a slightly projecting
arm or a drapery fold. In repoussé work, the metal being
raised was normally embedded in a bowl of a yielding
medium like pitch. With each strike of the tool the metal
would expand; however, if the copper had been hammered
into a matrix, it would have compressed and moved later-
ally when it came into contact with the unforgiving surface
of the form. In the appliqués examined, the metal appears
to have been stretched during its working.”* Most of the
articulation of the form and the decorative effects were



achieved from the front. The rounded surfaces of the chas-
ing tools refined the forms and compressed the metal;
gravers were used to remove metal, sharpen details, and
create decorative patterns. The visual effects attainable
with gravers are apparent in the incised lines of drapery
patterns where the artist varied the depth and the quality of
the V-shaped line by accentuating the rocking motion of
his wrist as the point of the graver was pushed through the
metal. The undulating, rippled appearance of the broader
surfaces of the appliqués derives from the extensive use of
the scraper to smooth out rounded forms, reduce high
spots, and remove burrs left from engraved lines.
Frequently, ring punches were used to simplify the produc-
tion of serpenses’scales or eagles’ feathers and to create dec-
orative or textural patterns. The simplicity of the
appliqués’ shapes, the appearance of the tool marks on the
reverse, and the degree to which these objects were finished
from the front all suggest a traditional repoussé technique.

If matrices were used, it is more likely to have been

with those objects composed of mirror images, such as the

Fig. 24. X-ray of the crosier head (cat. 109) reveals the porous texture of the solder
along the single vertical seam that joins the two halves of the crocketing, the
volute, and the figures of Saint Michael and the dragon. (Photo: Pete Dandridge)

doves and the crosiers. In the crosier with the image of
Saint Michael and the dragon (cat. 109), half of the volute,

its crocketing, and the figures have been cut and shaped
from a single sheet joined to its opposite half along a ver-
tical seam; the wings are separate pieces entirely (fig. 24).
The low relief of the figural group, the extensive use of
files and chisels to articulate the figures and the crocketing
along the spine, and the inherent difficulty in transferring
surface detail from a negative form onto thick copper
make it probable that even these pieces were wrought as
unique objects.”

The desire to create three-dimensional or other visual
effects resulted in several variants to the procedures
described above. Cabochons, glass eyes, and the ears and
horns of the evangelists’ symbols were often added as sep-
arate elements. Usually, their settings were pierced
through the metal from the front with a pointed tool or, as
is the case with some of the cabochons, set into punched
sockets. In either instance, the surrounding metal was
worked up around the circumference of the insert to
secure it in position. The sculptural quality of the heads
of the Grandmont apostles (cat. §8) was enhanced by the
artist’s soldering on an additional sheet of copper to the
backs of the heads to allow them to project forward and be
fully in the round. Alternately, the heads of the encircling
angels on the finial of Master Alpais’s ciborium (cat. 69)
and the appliqué Virgin on the tabernacle (cat. 70b) have
solid heads with bodies modeled in thinner sheet, either
carved from a single cast blank or hammered out from

thick stock.
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Assemblage

The Limousin metalworker usually depended on mechan-
ical joins to assemble separate elements. Most of the
appliqué heads were attached with a round-sectioned post
that projects from their reverses; it was inserted through a
hole in the plaque and hammered over.™* Copper rivets
were used exclusively with the appliqué figures or groups;
their heads either stand proud of the surface or have been
incorporated into the surrounding design.” In some of the
chasses, coffrets, and pyxes, mortises and tenons and tabs
and slots function as the means of attachment for the sides
and/or the bases. Frequently, more complex methods were
required, as exemplified by the crosiers and the doves
where copper/tin brazes, or hard solders, were used in tan-
dem with mechanical joins (see Appendix, table 2). In the
crosier head with the image of Saint Michael, referred to
above (cat. 109), the two halves of the head were riveted to
each other prior to soldering and enameling; the rivets
were then overlaid by enamel and now are visible only in
the X-rays (fig. 24). The radiographs also help to identify
the location of the solder, which is seen as an opaque, for-
merly fluid material with a lacunal outline. Potential
warpage and movement of the copper were restricted dur-
ing the subsequent soldering and firing of the enamel by
securing the crosier initially with rivets. Similarly, the

doves were joined predominantly with rivets or mechanical



joins (cats. 105, 106); hard solder was used selectively to
attach the bottom half of the tail to the body and, in some
instances, to close the seam encircling the body.*

Gilding

The gilding of the metal surfaces was almost the last step
in the fabrication of a Limoges enameled object, occurring
after the attachment of the appliqué heads and figures. In
accordance with our analyses and the historical texts,” a
paste, or amalgam, of mercury and gold was brushed onto
the freshly cleaned surfaces that were to be gilded.” The
object was then brought to a low heat to volatilize the
mercury, leaving a spongy, porous, matte layer of gold
overlaying the metal. The gilded surface was burnished
with a highly polished, rounded tool, which gave it a
reflective, lustrous appearance.”” However, the matte tex-
ture is still preserved in the interiors of the engraved lines,
where it was inaccessible to the burnisher. The gold did

not adhere to the surface of the enamel, so it could be
brushed off and recycled.®

Stippling

Only after gilding were unadorned gilt surfaces enlivened
by the linear, repetitive strikes of a small domed punch to
encircle the enameled cells or to create delicately stippled
patterns across reserved areas (see fig. 22). Under the
microscope, it is possible to see that the strikes occasional-
ly trail off into enamels, fracturing their surfaces; that the
raised lips around each punch mark have been retained
rather than polished or scraped off; and that the gilding
within the spherical depressions, unlike that in the
engraved lines, has a compact or compressed surface,
which would not have been achieved in burnishing.

Supports

Wood cores serve as supports for many of the chasses;
their ends, side elements, and bases are all single planks
secured to one another with nails. Generally, the feet are
extensions of the gabled ends, whose vertical sides have
been cut back to the level of the top of the feet to allow for
the long rectangular side elements to be set in flush.
Access to the interior could be through a door in one of
the gabled ends or in the base. The exposed portions of
the core that were not clad with an enameled plaque or
embossed sheet were gessoed with either a calcium-car-
bonate or a calcium-sulfate ground and then painted with
minium (red lead) or vermilion (mercury sulfide) S Asin-
gle cross was often painted onto an interior gabled end
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either in white or in red.

There has been some discussion as to whether the
marks that are found on the backs of many Limoges
objects are assembly marks.®* Linear scratches or marks
clearly related to joinery have been observed on the interi-
ors of chasses where visual access was possible (cats. 31, 83).
Other marks, such as those on the reverses of the series of
roundels from Conques (cat. 8), do not relate to assem-
blage so much as to sequence, and they appear to be either

L6
numerals or signs.”

III. ENaAMEL COMPOSITIONS

Introduction

Throughout history, many different compositional types
of glass have been used, and several different types were
theoretically available for use by medieval enamelers. Most
of the glass produced in the West up to the end of the
Middle Ages is thought to have been made with only two
basic raw materials: a source of silica as the matrix former
and a fluxing agent to lower the melting temperature.
Studies of ancient glassmaking recipes have shown that
the siliceous component was usually sand, flint, or ground
quartz pebbles, and the fluxing agent was usually an alka-
li from a plant ash or from a mineral source such as natron,
from salt deposits found in some desert regions.**

The use of natural, unpurified raw materials by early
glassmakers meant that other components were often
unintentionally added along with those specifically need-
ed to produce a particular type of glass, resulting in a very
complex composition with many elements present. In
addition to the silica, sand, for example, may also add
some calcium, aluminum, and iron to the glass. Plant
ashes—depending on the type of plant used and the
method of preparation—may provide the sodium or
potassium alkali flux needed, as well as large amounts of
calcium and magnesium, and some chlorine, sulfur, and
phosphorus.

Colorants and opacifiers were also often added to the
basic glass mixture. A commonly used colorant in glasses
was copper oxide, which can produce a range of colors,
from blue to turquoise to green, depending on the overall
composition of the glass and the conditions of manufac-
ture. Copper oxide in its reduced form, cuprite, was used
to produce red glass. Opacifiers are dispersed particles or
micro-crystals within the glass matrix which diffuse and
absorb light, rendering the glass opaque (see figs. 25, 26).
Historically, the most commonly used opacifiers were cal-
cium antimonate and tin oxide. Crystalline lead anti-
monate yellow was often used to produce an opaque
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yellow glass; when mixed with copper oxide, it was used
to produce an opaque green glass.

Due to the complexity of glasses of this period—which
may actually contain twenty or more important compo-
nents—quantitative chemical analyses of the elements can
provide a great deal of information for the classification
and history of vitreous materials and document the
changes in the materials used over time within a particu-
lar industry.” However, the complexity of the data may
also make interpretation of the results difficult. To better
understand the fabrication techniques used by the
Limousin enamelers and attempt to define the raw mate-
rials used, quantitative elemental analyses were done on
enamels from sixty objects from Limoges and its environs,
dating from the tenth century to the fourteenth.

Analytical Technigues

The enamel compositions in this study were analyzed by
one of two methods. Those done at The Metropolitan
Museum of Art were analyzed with the energy dispersive
X-ray spectrometer (EDS) and the scanning electron
microscope (SEM).®® This allowed for analyses of overall
compositions of the enamels, with high magnification
analyses of individual crystals to identify the opacifier
compounds. This type of analysis requires small samples of
the enamels, about a cubic millimeter in size. The selection
of objects for EDS analysis was therefore limited to those
having areas of previous enamel loss, which allowed sam-
ples to be taken without compromising undamaged sur-
faces. Not all the colors on each object could be sampled
because of the localized nature of the losses.

The enamels analyzed at the LRMF were done by pro-
ton-induced X-ray and gamma-ray emission (PIXE and
PIGME), using the AGLAE acclerator (Accélérateur du
Grand Louvre par Analyse Elémentaire). The use of this
ion beam technique allowed for quantitative elemental
chemical analyses directly on the enamels without the
need to sample. This method is nondestructive and allows
for major, minor, and trace element analyses.” It was ver-

ified on some samples that the surface analysis of sodium

55

by gamma-ray emission correlated with analysis of the
unweathered glass interior.

Compositions

The majority of the enamel compositions analyzed, with
the exception of the reds, fall into two groups that divide
chronologically roughly before and after the beginning of
the thirteenth century. The differences in the general
compositional ranges found for the major elements of the
early- and the late-type enamels are listed in the table
above. (Complete results of the analyses are listed in the
Appendix.) Phosphorus, sulfur, and manganese levels for
both types were generally less than one percent, with chlo-
rine less than two percent.

The enamels dated up to about the beginning of the
thirteenth century were generally found to be soda-lime-
silica glass containing small amounts of magnesium and
potassium, generally less than about one and one-half per-
cent each. Many of the early white enamels, however, were
found to have higher levels of magnesium, up to more
than three percent, while still having low levels of potassi-
um. Aluminum levels in these glasses were found to be
generally greater than about one and one-half percent,
with calcium levels generally about five to ten percent.
Some antimony was noted in almost all the early enamels.
Small amounts of lead, up to a maximum of about ten
percent, were also seen in some of these enamels, with the
highest lead levels found in the yellow and green enamels.

The enamels on objects dating from about the second
quarter of the thirteenth century and later were also
found to be mainly soda-lime glasses, but unlike the ear-
lier enamels, they were found to have relatively higher
levels of magnesium and potassium, with relatively less
aluminum and calcium, and they contained large
amounts of tin and lead.

Opacifiers and Colorants

The early-type opaque enamels, the vast majority of those
analyzed, appeared to contain calcium antimonate as the
main opacifying agent, although trace quantities of tin



with lead-tin yellow. Two examples of translucent black—
actually dark brown—enamels were seen, apparently col-
ored by iron oxide, and one example was seen of a
translucent amethyst colored enamel, which was found to
contain a large amount of manganese.

Nine of the objects examined, mainly from the first
half of the thirteenth century but including two from the
end of the twelfth century, displayed an interesting phe-
nomenon. These objects were found to have both early-

17.190.812 BLUE®

and late-type enamels. Three of the enamel colors on the
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Fig. 25. Scanning electron micrograph of opaque blue enamel
from the Saint Peter plaque (cat. 47). The bright areas are rich in
lead oxide and contain crystals of tin oxide, whereas the darker
areas contain calcium antimonate and very little lead. (Photo:

Mark Wypyski)
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Grandmont Saint James (cat. 58b), for example, the white,
blue, and the turquoise, have late-type compositions,
whereas the light blue, green, and yellow enamels have
early-type compositions. Several of these objects were
found to contain individual enamels that appear to be a

were also found in several. All the yellow and green enam-
els examined, with only two exceptions from the later thir-
teenth century, appeared to contain crystals of the yellow
opacifier lead antimonate.”® Only a single definite use of
lead-tin yellow was identified, from a situla (MMA
17.190.509; not exhibited), where it was found to be mixed
with lead antimonate yellow.”” The one flesh-color enam-
el also appeared to be mainly colored by the white opaci-
fier; it is uncertain what provides the faint pink
color—possibly a small amount of cuprite, as is found in
red enamel.

The late-type opaque enamels were found to contain
tin oxide as the opacifier rather than the calcium anti-
monate. Substantial amounts of lead, ranging from about
ten to more than twenty percent, were also found in the
opaque enamels. Lead oxide is nearly always present with
tin in vitreous materials, as it was apparently used to facil-
itate the conversion of metallic tin to tin oxide.”

The colorants found in all the enamels are the same as
those commonly found in most ancient glasses.”" Cobalt
oxide was used in the blues, generally less than one-half of
one percent, although several were found with levels
approaching one percent. A strong linear correlation was
seen with iron and cobalt. Small amounts of zinc were also
found associated with many of the later cobalt blue enam-
els and may be evidence that the cobalt source used for
most of the early blues was different from that used for the
late-type enamels. Copper appears to have been rarely
added to the cobalt blues intentionally. Copper oxide, in
amounts varying from about two to over ten percent, was
used for the turquoise. Copper was also used for the
greens, where it was found combined with the lead anti-
monate yellow opacifier, and in two instances, possibly
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mixture of early and late compositional types: for exam-
ple, the white and the blue enamels from the Saint Peter
(cat. 47; see also fig. 25). In these mixed enamels, lower
levels of potassium were found to correlate with the areas
containing antimony, whereas higher levels of potassium
were associated with areas containing high lead-tin.

Red Enamels

All the red enamels analyzed, with one exception, were
found to have soda-glass compositions. The red enamels
do not really fit into the grouping of early- and late-type
compositions, as they generally had somewhat higher lev-
els of potassium and magnesium, similar to those found in
the late-type enamels, whereas the levels of aluminum and
calcium were generally closer to those of the early-type
enamels. Most of the red enamels also contained small
amounts of lead, ranging from less than one percent to a
maximum of about eleven percent.

The majority of the red enamels were colored and
opacified by copper oxide, mainly in the form of red
cuprite crystals, dispersed in a clear, uncolored glass
matrix. These were also found to have relatively high lev-
els of iron oxide, apparently added as a reducing agent for
the cuprite in the glass.”” Two of the reds were more
translucent than those seen on the majority of objects.
These were both from the same object, a book cover (cat.
25) from the late twelfth century. Only traces of copper
were seen in these two reds, but large amounts of iron
were found in both, presumably the source of the red
color. Although many of the reds contained traces of tin,
possibly from the copper source used for the colorant,
only a single red enamel was found to contain a large
amount of tin, possibly in the form of crystalline tin oxide
(cat. 135). None of the reds were found to contain calcium
antimonate as an additional opacifier.



Potassium Glasses
Potassium glass, like that used for contemporaneous
stained-glass windows being produced throughout much
of medieval Europe, apparently would have been available
for use by the Limousin artisans. However, it appears to
have been rarely used, as only four examples of potassium
glass were found in this study. One of the red enamels,
from the Champagnat chasse (cat. 10), dating from the
mid-twelfth century, was unique in being a potash-lime
glass of the type found in medieval window glass. This
type of glass is characterized by having potassium rather
than sodium as the main alkali flux, and it contains a large
amount of calcium, usually between ten and twenty per-
cent; magnesium, usually between three and six percent;
and phosphorus, usually between about two and five per-
cent. As in most of the other reds, cuprite was the colorant
for this glass. One other use was found of a potash-lime
glass, in the form of a clear glass cabochon from a mid-
thirteenth-century chasse (cat. 115). This glass, however,
was actually an applied, inlaid decoration, not an enamel.
Two other enamels analyzed were also found to have
very high potassium values, but do not otherwise fit the
general characteristics seen in medieval potash-lime glass-
es. The first one was the white enamel from the Conques
medallion no. 21 (cat. 7), dated to the early twelfth centu-
ry. Unlike most medieval potash glass, this one was found
to have very little calcium—Iless than one percent—and
no significant phosphorus. The sodium content was also
much higher than what is usually seen in a potash glass. As
in the other early-type white enamels, a large amount of
antimony was found. A much later enamel, the opaque
green from the miter of the reliquary of Nexon (cat. 157),
dated to the mid-fourteenth century, was similar to the
white in containing a very small amount of calcium, no
appreciable phosphorus, and relatively high levels of both
sodium and potassium. Like most of the late-type enam-
els, a large amount of tin rather than antimony was found.

Discussion

In De Diversis Artibus, Theophilus described the produc-
tion of “white glass”—which is actually clear, uncolored
glass—using a mixture of two parts beechwood ash as the
source of the alkali flux and one part sand for the silica
source.” Glass made using wood ash—as well as fern
ash—is also described by Eraclius.”* Compositional analy-
ses of beechwood and fern ashes have found them to con-
tain high levels of potassium and calcium as well as
relatively large amounts of magnesium and phosphorus
and varying, but generally small, amounts of sodium.

During the medieval period, sodium and potassium were
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both used as alkali fluxes for glass production. A “Medi-
terranean” composition with a sodium flux, mostly in the
form of vessel glass, can be distinguished from a
“Continental” composition with a potassium flux, used for
most window glass, as described above.”” In both cases, the
alkali is thought to come from plant ash. Analyses of
medieval European window glasses have found that the
vast majority of these can be characterized as potash-lime
glass, with compositions exactly as expected from the use of
wood or fern ash, as described by the medieval authors.
Studies on the origins and development of the Venetian
glassmaking industry have shown that soda glass, made
with a flux of marine-plant ash imported from the Levant,
was being produced as early as the eighth century.”® In
France itself, particularly southern France, there existed a
large industry for the production of soda from marine-
plant ash for the making of soap and glass as early as the
thirteenth century.”

Examination of analytical results on some French win-
dow and vessel glasses shows that, although most of the
window glass has a potash-lime composition similar to
that seen throughout medieval Europe, most of the vessel
glass, as well as some of the window glass, appears to have
been produced using a soda-based flux made of plant ash.
Several examples were seen of red potash-lime window
glass, which are very similar in composition to the potash-
lime red enamel found in this study. Some of the glasses
also appear to have been made by mixing a soda glass with
potash-lime glass.”® In contrast to medieval European
window glass, most early glass has been found to be soda
glass.” Soda glass from the ancient Near East, Egypt, and
the Near East in the Islamic period is thought to have
been made using a marine or desert plant-ash source of
alkali that also contained significant amounts of magne-
sium and potassium.*® Roman glass, however, with few
exceptions, has been found to contain low levels of mag-
nesium and potassium and is thought to have been pro-
duced using a mineral source of alkali, natron, which is
nearly pure sodium carbonate, with sand as the source of
silica.”” Roman glass remained relatively constant in com-
position over a broad geographic area and period of time.

The Limoges enamels of the tenth to the fourteenth
century are soda glasses similar to ancient glass and to
those of the Mediterranean region during the medieval
period, and they are different from the Continental win-
dow glass, which is primarily potassium based. The fabri-
cation recipes of the glasses used by the Limoges
enamelers during the Middle Ages do not correspond with
the texts of Theophilus and Eraclius but appear to contin-
ue the ancient tradition of soda-glass production, with a
change around the beginning of the thirteenth century in



the type of flux and opacifiers used. The early-type enam-
els appear to be very close to Roman glass in the use of
antimony opacifiers and the low levels of magnesium and
potassium—probably from a mineral source of sodium—
whereas the late-type enamels, with higher levels of mag-
nesium and potassium, are similar to contemporaneous
soda glasses made with plant ash and tin oxide as the
opacifier.

When specifically discussing the enameling of metal
rather than the actual production of glass from raw mate-
rials, Theophilus stated that enamelwork was made from
“different kinds of glass, namely white, black, green, yel-
low, blue, red, and purple . . . found in mosaic work in
ancient pagan buildings. These are not transparent, but
are opaque like marble, like little square stones, and enam-
elwork is made from them on gold, silver, and copper . . .”
—a seemingly clear reference to the use of Roman glass
tesserae.®* Eraclius also recommended the use of Roman
glass, although for the making of glass gems, not specifi-
cally for enameling.

Recent analytical studies have shown that Roman
enamels and glass tesserae were basically similar in com-
position to that generally seen for Roman translucent
glasses.”” Roman white enamels, however, unlike typical
Roman glass, often contain elevated magnesium levels.®*
Antimony compounds have been found in opaque glass
from ancient times through the Roman period.* The use
of these compounds is thought to have persisted until
about the middle of the fourth century A.p., when there
appears to have been a general changeover to the use of
white tin oxide and lead-tin yellow.”® The Roman red
glasses studied, while all being soda glasses, have been
divided into four different compositional types, on the
basis of differences in the lead content as well as the mag-
nesium, aluminum, and potassium levels.*” All the red
enamels analyzed in this study, with the exception of the
one potash red and the two reds from the book cover (cat.
25), were found to be very similar to one or the other of
the two low lead types of Roman red glass identified.
None of the Limoges red enamels could be described as a
high lead “sealing-wax” red type, which is characterized by
lead contents of about thirty percent or more. Celtic
opaque red glass from Continental Europe, used for
enamels and inlays, has also been found to have high lead
soda-lime compositions, although with some differences
from the Roman high lead red glasses.*

Several earlier studies of medieval European glass and
enamel centers have found what may be evidence of the
reuse of Roman tesserae, as described by Theophilus.
Roman glass tesserac have been identified from some
eighth-century Scandinavian beadmaking sites.”® X-ray
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diffraction and qualitative elemental analyses revealed the
use of antimony compounds in some medieval enamels
from the Meuse Valley, Cologne, and Limoges.” A recent
study done at the British Museum Research Laboratory
provided quantitative elemental analyses of some
Romanesque Mosan, English, and Limoges enamels,
showing that these, with the exception of the Mosan reds,
appeared to be very similar in composition to Roman
glass.” Unlike the vast majority of Limoges red enamels,
all the Mosan reds were found to have potash-lime or
“Continental” glass compositions.”

In support of the argument that Roman tesserae were
reused, it is important to note that in antiquity and in par-
ticular in the Middle Ages, glassmakers in general, and
French glassmakers in particular, reworked old glass for
other purposes.”” The ancient recipes for glass production
show that colored glass from elsewhere was often used to
add color to a “white,” or uncolored, base glass. The reuse
of colored tesserae would be an effective way to economize
on the use of metallic oxide colorants such as cobalt blue,
which was very expensive to import, as well as on opaci-
fiers.”* The mixture of glasses of slightly different color is
evident in Jow-power magnification studies of the
Limoges enamels (see fig. 21). The heterogeneity of the
grains of powdered glass used in the enamel can also be
seen with the electron microscope (see fig. 26).

While the analyses of most of the enamels from
Limoges that date to the beginning of the thirteenth cen-
tury appear to show many similarities to Roman vitreous
material and may indicate the reuse of Roman tesserae, it
seems hard to believe that there were sufficient quantities
of Roman tesserae to supply the enameling industry of
Limoges—as well as that of the Meuse Valley—over sev-
eral centuries of production. Also, it seems hard to under-
stand why locally produced glass was not used, as the
fabrication of glasses of different color was apparently well
understood, as seen in the texts of the medieval authors. It
seems likely that dependence on Roman tesserae for
enamel production may even have required the import of
tesserae from elsewhere, possibly from Italy, which would
probably have been more costly than local production. In
addition, the coherence and constancy of the early-type
Limoges enamel compositions studied tends to show that
very precise recipes were followed for the different colors,
which is difficult to reconcile with an uncertain supply of
recycled ancient glass over several centuries.

It could be argued that the presence of enamels with
Roman-type compositions at this period is actually due to
a late survival of Roman glassmaking technology. Roman-
type natron glass is thought to have been produced in
many areas until the ninth century. Some natron glasses



from Italy, however, have been dated from between the
ninth and the thirteenth century, although they may have
been made by simply reworking older glass.” It is possible,
therefore, that in some areas, or for specific crafts, the
Roman tradition of glassmaking may have continued
longer than usually thought. Certainly the stability and
quality of Roman-type glasses would have been apparent
to later glass workers, and would have been a persuasive
argument to continue use of the Roman traditions. There
is one problem with this hypothesis: the apparent lack of
available natron for the production of this type of soda
glass. Glass of the Roman period is generally believed to
have been made with natron imported from Egypt.”® By
the late ninth century it appears that Egyptian natron had
become unavailable as a raw material for glass production,
as even [slamic glass made in Egypt at this time was appar-
ently being produced with a plant-ash source of alkali.”
The use of Egyptian natron for glassmaking apparently
did not begin again until about the eighteenth century.”®
The possibility remains, however, that some other as yet
undiscovered source of natron or other natural sodium
source available to the Limoges enamel industry of the
period did exist, which would produce glass of the same
overall composition. A source of antimony for the opaci-
fiers would also be required.

The later-type enamels appear to be closer in composi-
tion to the soda-lime plant-ash glasses generally found
after about the ninth century. The compositions of the
soda glasses from this period in southern France and
Venice suggest that the later-type enamels could have been
made using these kinds of glass, with tin oxide added as an
opacifier, as described in the Mappae Clavicula. Analyses
of Byzantine glass tesserae found that, at least as early as
the tenth century, these had high-magnesium, high-potas-
sium soda-glass compositions.”” Interestingly, though,
analyses of a Byzantine enameled gold enkolpion dated to
the mid-tenth century showed that the enamels appear
very similar to the early-type enamels in this study and
may also represent a reuse of earlier Roman age material or
a continuing tradition of Roman glassmaking tech-
niques.®® However, it is not known how much, if any, of
this type of enamel was made for export.

The change in the type of soda glass used in the thir-
teenth century might be explained by a change in the rel-
ative availability of the raw materials—either ancient
Roman tesserae or unknown natron and antimony
sources—needed for the production of the early-type
enamels, thus requiring exclusive use of other contempo-
rary glasses and opacifiers. The change in compositions
seen might also be explained by the import around this
time of new enameling technology from elsewhere in
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Fig. 26. Scanning electron micrograph of blue enamel showing
mixture of translucent and opaque glass containing tin oxide
particles (MRR249). (Photo: [sabelle Biron)

Europe. The nine objects that were found to contain both
types of enamels or mixtures of both types appear to be
from a short transitional period from about the end of the
twelfth to the early thirteenth century, when the tin-con-
taining types of enamels were being introduced, but the
older antimony-containing types had not yet been discon-
tinued. Several enamels were also found which appear to
fit the early-type profile, except for the presence of some
tin. These might represent the intentional addition of tin
oxide to some early-type enamels, perhaps to alter slightly
the final appearance of the enamel.

Conclusion

These compositional analyses revealed that, to about the
early thirteenth century, enamelers associated with
Limoges and those in the Limoges workshops themselves
used glasses very similar in composition to ancient Roman
glass as the basic material for their enamels, possibly from
reworking ancient mosaic glass tesserae as suggested in
some medieval texts. If Roman glass tesserae were not
actually used, the enamels would represent an extremely
late continuation of Roman glassmaking traditions, with
as yet unknown sources of raw materials. In the late
twelfth century, the Limoges enamelers began to use a dif-
ferent type of glass for the enamels, similar in composition
to other soda glasses produced in Europe during this peri-
od. The change in the glass composition is also associated
with a change in the opacifier compounds used. For a
short period from the end of the twelfth century to the
beginning of the thirteenth, both types of glass were some-
times used on the same object, sometimes even mixed
together in the same enamel color. By about the middle of
the thirteenth century it appears that most if not all the
enamel decoration produced at Limoges was being made



with the late-type enamel. Both the early- and late-type
enamel compositions are very different from the glass gen-
erally used for medieval stained-glass windows.

Work is continuing on these enamels and on other
objects to further characterize the enamels of the period,
and to gain a better understanding of the relationships
between different types of glass and the development of
enamel technology. (See Appendix, tables 5 and 6, for
analyses of later objects done in the style of Limoges.)
Trace element analyses in particular may help to deter-
mine what were the sources of the glass used for the
enamels. These kinds of quantitative analyses, with iden-
tification of colorants and opacifiers used, as well as analy-
sis of the ratios and correlation of various elements to
others, can benefit art historical studies with the ability to
apply compositional criteria to help place the material in a
historical context.
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