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N DISPLAY in the Iris and B. Gerald Cantor

Galleries of Nineteenth-Century European

Sculpture and Decorative Arts at the Met-
ropolitan Museum is a remarkable settee designed
by the Dutch-born English painter Sir Lawrence
Alma-Tadema (1836—1912) (Figure 1). Made in
1884—85 by the London firm of Johnstone, Norman
and Company, the settee was commissioned as part
of a large set for the music room of the residence of
Henry G. Marquand in New York City. The process
of creating suitable new upholstery for the settee,
necessary for installation in the nineteenth-century
galleries, prompted interest not only in the piece
itself but also in the room and the house it came
from and, not least, in its former owner.

Born in New York, Henry Gurdon Marquand
(1819—19o2) had a varied and successful career in
business (Figure 2). After assisting his brother Fred-
erick in the family jewelry firm and later in the man-
agement of real estate properties, Marquand
worked as a banker, a Wall Street broker, and a
railroad executive.! He accumulated a large fortune
and withdrew from active business in the early
1880s, spending the remaining years of his life as
an ardent collector and patron of the arts.

The primary beneficiary of his art patronage was
The Metropolitan Museum of Art. Marquand’s in-
terest in the arts is said to date back to 1843, when
he met an American sculptor named Brown, pre-
sumably Henry Kirke Brown (1814-1866), in
Rome.? Later he became acquainted with a number
of prominent painters who, like George Henry
Boughton (1833—1905), gave him advice and assis-
tance on his acquisition of art, which was purchased
mostly in Europe.® Praised for his exalted taste,
Marquand was known as a judicious collector who
bought “like an Italian prince of the Renaissance.”*
He also had a reputation for being a kind and gen-
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erous man who found it difficult to turn dealers
away.’

Marquand’s acquisitions focused initially on con-
temporary paintings and later on Old Masters.® He
also purchased a large variety of decorative objects,
ranging from antiquities, Limoges enamels, Italian
maiolica, and European silver and porcelain to Near
Eastern carpets and Asian ceramics. Occasionally,
Marquand bought an existing collection, such as the
Charvet collection of ancient glass, which
he donated to the Metropolitan Museum in 1881.
Marquand had a long affiliation with this Museum.
Having supported the institution from the very be-
ginning, he became a trustee in 1871 and was
elected its second president in 1889.” During this
time Marquand made generous donations, contrib-
uting funds for the acquisition of sculpture casts,
for example, and presenting gifts to nearly every
department. The most outstanding consisted of
thirty-five Old Master paintings, which included
Van Dyck’s Portrait of James Stuart, Duke of Richmond
and Lennox, several portraits by Frans Hals and
Rembrandt, as well as Vermeer’s Young Woman with
a Water Jug. These paintings, purchased in Europe
for his own collection, never entered Marquand’s
house. Shipped to New York in 1888, they were
immediately exhibited at the Museum and were for-
mally donated during the following year, greatly
enhancing the Museum’s holdings and making it
“far and away the finest collection of painting to be
seen in this country”® (Figure 3).

In 1881 Marquand commissioned his friend the
eminent architect Richard Morris Hunt (1827—
1895) to design a mansion for him in New York
City. It was Hunt’s fourth project for his wealthy
patron. Nine years earlier Hunt had built Mar-
quand a summer residence, Linden Gate (Figure 4),
in Newport, Rhode Island, which was included in
Artistic Houses, Being a Series of Interior Views of a
Number of the Most Beautiful and Celebrated Homes in
the United States. Documenting some of the most
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important interiors at the time, this lavish work, pub-
lished in two sections in 1883 and 1884, described
the painted and carved decoration and stained glass
of the house. The decoration was carried out by
several of America’s most prominent artists, among
them John La Farge (1835—1910), Samuel Colman
(1832—1920), and Robert Swain Gifford (1840-
1905), as well as by the English painter Boughton
and the Italian virtuoso sculptor Luigi Frullini
(1839—1897)." Between 1881 and 1884, while
working for his client on a chapel at Princeton Uni-
versity and the Guernsey Building on lower Broad-
way,!! Hunt built a four-story mansion and two
smaller dwellings next to it on the northwest corner
of East Sixty-eighth Street and Madison Avenue in
New York (Figure 5).'? The three houses, con-
structed of brick and sandstone, were erected in a
French transitional style incorporating elements
from the Gothic and Renaissance periods. The fa-
cades between the rusticated basements and the
mansard roofs with their picturesque dormers and
chimneys were punctuated by variously shaped and
unaligned windows, balconies, and a glass conser-
vatory at the corner. By raising the roof-line and
cornice of the northernmost house, the architect
had cleverly taken into account the sloping level of
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Figure 1. Settee, part of a
large set, designed by Sir
Lawrence Alma-Tadema
(1836—1912) and executed
by Johnstone, Norman and
Company for the music room
in the Marquand residence.
English, 1884—85. Ebony,
box- and sandalwood, cedar
and ebonized mahogany,
ivory, mother-of-pearl, and
brass, go.2 x 148 x 71.1 cm.
The Metropolitan Museum
of Art, Bequest of Elizabeth
Love Godwin, 1975,

1975219

Madison Avenue. Finished in 1884, the Marquand
mansion was well received and favorably compared
to the residence Hunt had designed earlier for Wil-
liam Kissam Vanderbilt."”® It took several more
years, however, to complete the interior of the man-
sion. A detailed description, published in The Deco-
rator and Furnisher of September 1888, creates the
impression that the decoration and furnishings
were then mostly ready.'*

In furnishing his house, Marquand was influ-
enced by the prevailing fashion of the period, which
was dominated by the Aesthetic Movement.
Strongly affected by the efforts in England to im-
prove contemporary design, the movement was
dominant in America during the last third of the
nineteenth century. Emphasizing the importance of
“art” and touching every aspect of life, it took as its
guiding principles an opposition to mass produc-
tion, to excessive ornamentation, and to the use of
harsh commercial colors—all of the traits that typi-
fied the high Victorian taste.'® The interiors of
many grand houses created during this period were
often the result of a collaborative effort. Not only
large firms such as Herter Brothers or Associated
Artists were responsible for their decorating and
furnishing but also at times individual American



Figure 2. John Singer Sargent (1856—1925), Portrait of Henry G. Marquand (1819—1902), 1897. Oil on canvas, 132.1 x
106 cm. The Metropolitan Museum of Art, Gift of the Trustees, 1897, 97.43
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Figure 3. View of the Marquand Gallery at The Metropolitan Museum of Art in 1907
(photo: MMA Archives)
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Figure 4. Linden Gate, Marquand’s summer residence at Newport, Rhode Island, built by
Richard Morris Hunt (1827—1895) in 1872—73 (photo: MMA Archives)



Figure 5. The Marquand residence and adjoining houses on Madison Avenue, built by Richard Morris Hunt for Henry G.
Marquand, completed in 1884, demolished ca. 1912 (photo from The Marquand Residence [New York, 19o5])

and European artists, who worked independently
under the general direction of Hunt. These were
mostly painters but sometimes architects who ex-
tended their traditional roles into the realm of in-
terior design. The rooms, individually defined by
their decor in a particular style, were harmonious
because of the use of subtle and subdued color
schemes. Typical for the period were painted
and compartmentalized ceilings; densely decorated
walls fitted with paneling, tiles, hangings, and gilt
leather; the use of stained glass and mosaics; and
the profusion of curtains and portieres, as well as
the Oriental carpets that covered the floors from
wall to wall. The art collections too were important,
their display being incorporated into the overall de-
sign.

The rooms of the Marquand mansion were ar-
ranged in a rectangular plan around the centrally
located hall, which was one of the most important
spaces in any nineteenth-century home (Figure 6).
Extending the full height of the building, the hall
was lighted by skylights, and a double staircase gave
access to the tiered galleries and floors above. Ac-
cording to current fashion, each room was deco-
rated in a different historical style or embellished
with motifs from various exotic cultures, the whole
forming an appropriate background for Mar-
quand’s eclectic collection.!® In fact, the art collec-
tion was an integral part of the interior decoration.

Widely considered a New York landmark in its
day, the mansion did not survive its owner for very
long. After Marquand’s death, his art collection was
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disposed of at a highly successful auction in January
1903.!7 Two years later the house was offered for
sale, and an illustrated prospectus was published.!®
Concern for the future of the building was ex-
pressed at that time in an anonymous New York
Times article.’® The house was sold in 1gog and
again in 1912, after which it was torn down to make
way for a more profitable apartment building.?
Most of its decorations were destroyed. This article
is an attempt to re-create, with the help of contem-
porary accounts, correspondence, and photo-
graphs, some of the mansion’s splendor and the
process that created it. A number of the very best
and most celebrated international artists collabo-
rated on the decoration, with the result that the
house contained several extraordinarily beautiful
interiors, such as the Greek and the Japanese
rooms. The furnishings that survive also attest to
the superior quality, originality, and high level of
sophistication that were attained. Marquand’s cor-
respondence with Hunt, Alma-Tadema, and other

artists is especially valuable, since the owner took an
active interest in his commissions, expressing his
opinions and even offering suggestions about min-
ute details.?!

The most important and by far the best-docu-
mented room in the mansion was the Greek parlor,
or music room, located on the east side of the main
hall (Figures 7—9). The classicizing furnishings for
this room were designed by Alma-Tadema, who is
best known for his genre paintings of the ancient
world. Although a painter first and foremost, Alma-
Tadema occasionally acted as a designer, as he did
for his own London house (Figure 10).22 Working
drawings—no longer extant—for the Marquand
music room, showing details for inlay, carving, and
embroidery, were provided by W. C. Codman
under Alma-Tadema’s supervision.?

The artist selected the firm of Johnstone, Nor-
man and Company in London to execute his design.
In a letter to Marquand in March 1884 he wrote: “I
have asked the people who work generally for me

— Resjoence-rog

— H-G-MarquaN@-Es9 —

Figure 6. Plan of main floor in the Marquand residence. 1) entrance and cloak room; 2) hall and main staircase; g)
Greek music room; 4) conservatory; 5) Moorish smoking room; 6) Japanese room; 7) dining room; 8) pantry; g) back

stairs and elevator (photo from The Marquand Residence)
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Figures 7, 8. Music room in the Marquand residence,
designed by Lawrence Alma-Tadema. Roslyn Harbor, N.Y.,
Nassau County Museum of Art (photo: Nassau County
Museum of Art)

& understand my wishes Messrs. Johnston [sic] Nor-
man & Co. who do every thing amongst others for
the Prince of Wales, if such be a recommandation
[sic], to write to you on the subject of your drawing
room. They will execute the things under my direc-
tion & according to my sketches if you allow me to
mix up with it. I offer this as no firm will be able to
do the thing good enough without the advice of a
specialist.”2* The painter kept his patron regularly
informed of the progress made, and by the summer
of 1885 the set of furniture was completed.? Ex-
hibited in July of that year at Johnstone’s New Bond
Street showroom, the pieces were written up in var-
ious contemporary journals. In one article the exe-
cution of the furniture was called “as remarkable as
the quaintness of its design,” and its “Greek style”
was thought to be quite characteristic of its author.2

Both the richness of the materials used and the
quality of the workmanship were exceptional. The
Museum’s settee from this set is made of ebony,
ebonized mahogany, cedar, box- and sandalwood,
ivory, mother-of-pearl, and brass (Figure 1). Its har-
monious design includes a carving of a duck’s head
holding a reed in its bill, which is on the seat rail
above the front legs. It must have had even greater
effect when covered with the original green-gray
silk rep upholstery adorned with colorful embroi-
dered panels on the seat and the back. The em-
broidery, now replaced by a modern silkscreened
adaptation, showed a pattern of scrolls, floral ten-
drils, inscribed circles, and guilloche motifs partly

repeating the raised inlay work found on the settee’s
frame.?” The rich but carefully subdued colors were
compared at the time to those found in Alma-
Tadema’s paintings.?® Although the entire suite was
offered for sale in 19og, the settee remained in the
possession of the family, and in 1975 it came to the
Museum as a bequest of Marquand’s granddaugh-
ter Elizabeth Love Godwin.? The rest of the set,
divided among various private and public collec-
tions,*® consisted of a second settee identical to the

Figure 9. Music room and alcove leading to the conservatory
in the Marquand residence (photo: MMA Archives)
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Figure 10. Lawrence Alma-Tadema’s studio at 17 Grove
End Road, London, with a concave-shaped seat of the same
design as the Marquand music room settees (photo from
The Art Journal, Christmas supplement [Dec. 1910])

Museum’s piece, two smaller ones with curved backs
to fit the walls in the alcove of the room, a pair of
tub-shaped armchairs, and four side chairs (Figures
1, 11—13). These pieces of furniture were all simi-
larly carved with ducks’ heads and decorated with
scrolled tendrils, rosettes, stylized palmettes, and
adaptations of Greek key motifs. The owner’s mono-
gram was inlaid on the backs of the chairs. In addi-
tion, there were two tabourets, a pair of tables with
round onyx tops, a music cabinet, and a pair of
corner display cabinets (Figures 11, 14). The cur-
tains of the music cabinet, as well as the portieres
and window hangings of the room, were designed
to match the upholstery of the seat furniture.
Green-gray silk, decorated with a pattern of scrolls
and stylized leaves in gold, also covered the walls
above the marble dado, and an Indo-Persian rug
and several animal skins were placed on the parquet
floor (Figures 7—g).

Alma-Tadema, who himself owned a celebrated
piano richly inlaid in a “Byzantine” style,*' also pro-
vided the designs for the grand piano. The Mar-
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quand piano, its lid inlaid with the names of Apollo
and the Muses spelled in Greek and framed by
ribbon-tied laurel wreaths, along with the two
matching piano stools (Figures 15—17), took longer
to complete than the furniture suite. The inside of
the keyboard cover contained The Wandering Min-
strels, painted by Sir Edward Poynter (1836—1919)
at Alma-Tadema’s request (Figure 18).3? Alma-
Tadema reported to Marquand in February of
1886: “I took the liberty of ordering Poynter as you
know one of our very best artists to paint the inside
lid of the piano. He is a classic artist who will I am
sure make something beautiful of it.”3* There may
have been some discussion about the supports for
the piano, since Alma-Tadema wrote to New York
in July of the same year: “I saw the Norman piano
business & have ordered the lion leg to be executed
alone & in sending you the piano to add a coloured
cast of the project of the whole leg in order that if
you should ultimately prefer that they could adapt
the simple legs delivered[?] to it.”** On display in
London during the summer of 1887, the piano, de-
scribed as one of the most superb specimens of elab-
orately artistic workmanship, was widely admired by
members of London society.?

Alma-Tadema was also responsible for the design
of the fender and firedogs for the fireplace in the
same room (Figure 19). In May 1889 he wrote to
Marquand, who apparently had suggested that he
create andirons in the shape of flaming candlesticks:
“I don’t like your burning candlesticks at all espe-
cially when they have to do service for firedogs. So
I propose to replace them by two figures in the style
of the beautiful antique piping herms of the British
Museum. . . . The masks on [the] fender would rep-
resent comedy & tragedy & the shell in the centre
which would prevent ladies’ dresses coming in con-
tact with the fire would in the same time be usefull
[sic] to act as a support for the fire irons. I hope
sincerely that the price will not be too much for you
as I should like so much to know your fireplace in
the same caracter [sic] as the other furniture in your
room.” %

Marquand must have agreed on the price, and
the firedogs, copied and adapted from a first-
century marble term in the British Museum, were
executed in bronze by another of Alma-Tadema’s
talented friends, the sculptor Edward Onslow Ford
(1852—1901) (Figure 19).*

In the early stages of his work for the Marquand
music room, Alma-Tadema asked Sir Frederick
Leighton (1830—1896), then president of the Royal



Figure 11. Settee, table, and side
chair: part of a large set
designed by Lawrence Alma-
Tadema and executed by
Johnstone, Norman and
Company, for the music room
in the Marquand residence.
English, 1884-85. Ebony, box-
and sandalwood, cedar, ivory,
mother-of-pearl, brass, and
onyx (photo: sale catalogue,
American Art Association, 1927)

No. 742. Important Inlaid Ebony Suite, Designed by Sir L. Alma-Tadema, R. A.

Figure 12. Tub chair: part of a large set designed by Lawrence Alma- Figure 13. Back view of chair in Figure 12
Tadema and executed by Johnstone, Norman and Company for the music (photo: National Gallery of Victoria)

room in the Marquand residence. English, 1884—85. Ebony, box- and
sandalwood, cedar, ivory, mother-of-pearl, and brass, go.2 x 57.9 cm. Its
mate is in the collection of the Victoria and Albert Museum, London.
Melbourne, National Gallery of Victoria (photo: National Gallery of
Victoria)
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Figure 14. Music cabinet: part of a large set designed by Lawrence Alma-Tadema and executed by Johnstone, Norman and
Company for the music room of the Marquand residence. English, 1884—-85. Ebony, box- and sandalwood, cedar, ivory,
mother-of-pearl, and brass, 207 x 235 x 45.7 cm. Norfolk, Virginia, The Chrysler Museum (photo: The Chrysler Museum)

Academy and the leading classicizing painter of his
day in Great Britain, to create a painting for the
room’s ceiling. In August of 1884 he wrote to Mar-
quand: “At last I can give you some decided news
about the ceiling. Sir Frederic [sic] Leighton pro-
poses to paint for you on gold ground or silver if
you choose, 7 life size figures, g in the big panell
[sic] & 2 in each of the smaller ones. The distance
being small. The spectator seeing every thing
clearly. Those figures will have to be carefully exe-
cuted as he only can do it and he will squeeze your
order in for next summer. He will undertake to do
so for the sum of £2000.”%®

The artist apparently kept his promise to start the
work in 188, since The Athenaeum for December
reported “considerable progress” on the ceiling.*
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In January of the following year the painter de-
scribed his tripartite design for it as follows: “I have
thought that in a room dedicated to the perfor-
mance of music the muses will [be] the proper pre-
siding spirits in as much as with the Greeks music &
poetry always went hand in hand. In the central
compartment therefore I have introduced two of
them: Melpomene, & Thalia, the muses of sacred
and of epic poetry—seated between them is Mne-
mosyne, the mother of the muses, above whom
hover two winged genii wandering voices of melody
& song; on each side of her are the Delphic em-
blems the tripod, the python, the laurel and at her
feet the dolphin—in this compartment then we
have the grave aspects of song—in the side com-
partments a contrast is offered—in one I represent



Figure 15. Grand piano and pair of stools,
designed by Lawrence Alma-Tadema and
executed by Johnstone, Norman and Company
for the music room in the Marquand residence.
English, 1887. Ebony, box- and sandalwood,
cedar, coral, mother-of-pearl, and brass. On
loan to the Museum of Fine Arts, Boston

Figures 16, 17. Details of Figure 15
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Figure 18. Detail of Figure 15, showing part of The Wandering Minstrels by Sir Edward Poynter (1836—1919) (photo: Parke

Bernet Eighty-Four)

the poetry of love by a fair maiden crowning her
head with roses while a winged boy tunes the lyre
by her side—in the other I show a Bacchante and a
little faun dancing to pipe and tambourine—repre-
senting the Bacchic element, the element of revelry
in one thing” (Figure 20).%

In this letter as well as in a later one Leighton
stressed the decorative aspect of his designs. The
figures were to be “more or less isolated and very
firm in outline and should have no pictorial back-
ground . . . they should be of full rich tone on a
gold ground—the effect would be rather that of the
old mosaics and I think very telling.”#!

Writing to Marquand, Alma-Tadema praised
sketches for the ceiling, calling them “one of the
happiest things Leighton has ever put together.”*?
The paintings, exhibited both at the Royal Academy
in London and at the Liverpool Autumn Exhibition
in 1886, were probably installed toward the end of
that year or early in the following year.*® The artist
suggested introducing “a little gold somewhere in
the cedar framework to ‘carrythro’ that in the back-
ground of the paintings,” at least if Hunt did not
disapprove or had not already done so.** Perhaps
the tiny gold flowers on the frame of a preparatory
oil sketch, now in a private collection, illustrate what
Leighton had in mind (Figure 21).** Leighton’s
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work was included in the 19og sale as mural paint-
ings and sold at least once since then, and its present
location is not known.

Paintings by Thomas Gainsborough (1727-
1788), John Crome (1768-1821; known as “Old
Crome”), Constant Troyon (1810-1865), Edwin
Austin Abbey (1852—1911), and two by Alma-
Tadema himself were hung on the music room’s
walls.*® Alma-Tadema inquired in March 1884
whether his commissioned A Reading from Homer
(Figure 22) was intended for the music room so that
he could have a frame made for it in style.*” This
celebrated painting caused the artist considerable
trouble. Not happy with the results, Alma-Tadema
first changed the composition, and when that still
did not satisfy him, he started the work anew. In
April of 1885 he wrote to Marquand: “...I have
been especially kept by my painting since several
month(s] & was in great distress owing to my loosing
[sic] more & more ground with the picture I painted
for you & which I hoped to make as successful as
was in my power. Perhaps overanxiety perhaps
missing the point the thing would not do. It did not
please me & I put it on side in order to begin afresh.
Profiting by all the experience & study spent on the
other canvass & by secluding myself thouroughly
[sic] & by not receiving & by hard work I have suc-



ceeded in finishing for you what I believe to be &
what all my friends say is by far the best big picture
I ever painted.”*8

Also commissioned for the room were several
marble reliefs (Figures 23, 24) executed in Rome by
the gifted Spanish artist Mariano Benlliure y Gil
(1862—1947). It may well have been Boughton
rather than Alma-Tadema who recommended Ben-
lliure to Marquand, who was clearly impressed by
the sculptor’s talent.*® One of the reliefs, displayed
on the overmantel, depicted a Bacchanal and was
surmounted by copies of three antique busts and by

the Greek quotation “A mighty beard of flame”

from Aeschylus’s Agamemnon (Figure 8). Other
works by Benlliure, depicting foot and chariot races
and gladiators fighting lions, were used over the
door to the hall and in the curved alcove that led to
the conservatory behind (Figures g, 23, 24).%°
Marquand, like other wealthy American collec-
tors, such as Isabella Stewart Gardner,® acquired
classical art for the embellishment of his home. At
one point he had considered purchasing Wedg-
wood, probably black basalt or jasperwares, for the
music room but, possibly at Boughton’s suggestion,
a number of authentic Greek vases were arranged
in the two corner display cabinets instead.*> The
Metropolitan Museum’s Attic black-figured neck
amphora attributed to the Pasikles Painter and dat-
ing from about 530 B.c. was most likely displayed
among them (Figure 25).%® Greek and Roman mar-
ble busts and Greek terracottas, as well as copies of
antique bronzes, were placed on top of the music
cabinet.** These reproductions, readily available at

Figure 19. Fender and pair
of andirons, designed by
Lawrence Alma-Tadema
and executed by Edward
Onslow Ford (1852—1901)
for the music room in the
Marquand residence, 188g.
Bronze, fender: 1. 147.3
cm; andirons: h. 76.2 cm.

Present location unknown
(photo from Illustrated
Catalogue of the Art and
Literary Property Collected by
the Late Henry G. Marquand
[New York, 1903])

the time, were obtained with the help of Leighton.>
An Augsburg cabinet on a stand was found near the
entrance of the alcove leading to the conservatory
(Figures g and 26). This cabinet, one of the few
objects that were purchased by the Museum at the
Marquand sale, is veneered with engraved ivory
and is mounted on the inside with three silver and
silver-gilt reliefs representing Ceres, Bacchus,
Venus, and Cupid. They were made by the silvers-
mith Jeremias Sibenbiirger (ca. 1583-1659) and
bear the Augsburg silvermark for the period 1655—
60.°¢ A marble statue, L’Inspiration, by the French
sculptor Jean Gautherin (1840—1890), was placed in
the center of the alcove. Dated 1887, this sculpture
of a seated woman playing the harp was reportedly
commissioned for Marquand by Hunt (Figure g).>’

The Marquand music room was considered one
of the most important in the United States. In 1go2
the firm of Steinway & Sons asked for permission to
include it in a publication on the music rooms of its
English royal patrons.®®

Like many other New York City residences of the
period, the Marquand mansion included a room in
the Japanese style (Figures 27—29). The opening of
Japan for trade with the Western world in the 1850s
resulted in a growing interest in all things Japanese
and in an increased availability of Japanese art. The
passion for Japan also extended into the realm of
interior decoration; a notable example was the par-
lor in William H. Vanderbilt’s Fifth Avenue house,
furnished by Herter Brothers between 1879 and
1882.%% Marquand’s Japanese living room was de-
signed by the New York architect Manly N. Cutter
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Figure 20. Sir Frederick
Leighton (1830-18g6),
central panel of ceiling
decoration depicting
Melpomene, Mnemosyne,
and Thalia, executed for the
music room in the Marquand
residence. 1885-86. Oil on
canvas, 200.7 X 330.2 cm.
Present location unknown
(photo from Illustrated

i Catalogue of the Art and

’ Literary Property Collected by
the Late Henry G. Marquand)
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(1851—19381) and was intended to house his collec-
tion of Asian art.*®® It took several years to complete
the elaborate interior, which was thought to have
been commissioned with the Metropolitan Museum
in mind.%' The walls were covered with embroi-
dered silk specially ordered in Japan. Although a
floral pattern had been requested, the silk instead
showed a design of flower vases, musical instru-
ments, furniture, braziers, and other household
items, embroidered partly in high relief on a pur-
plish-brown ground.®> A series of open cabinets
with asymmetrically arranged shelving was placed
along the walls for the display of Chinese and Jap-
anese porcelain and pottery, ivory netsuke, and lac-
quer objects, mostly from the nineteenth century.
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Figure 21. Sir Frederick
Leighton, sketch for ceiling
decoration, ca. 1885. Oil on
wood, 29.2 x 82.6 cm. New
York, private collection

These cabinets were made of Brazilian quebracho,
as was all the woodwork in the room. Considering
the hardness of this red-brown wood and the diffi-
culty of working it, the decoration of the ceiling,
cabinets, overmantel, doors, and their frames,
carved by the firm of Robert Ellin & John W. Kit-
son, was a true tour de force (Figure 29). The
narrow recess to the left of the elaborately deco-
rated fireplace was fitted with a stained-glass panel
by La Farge, whose Japanese-inspired window Peo-
nies Blown in the Wind had been previously acquired
by Marquand for Linden Gate (Figure 30).5
Smoking rooms in the Moorish style were con-
sidered de rigueur and were found in many fashion-
able residences, such as the Cornelius Vanderbilt 11



Figure 22. Lawrence Alma-
Tadema, A Reading from
Homer, 1885. Oil on canvas,
91.4 x 183.8 cm. The
Philadelphia Museum of
Art, George W. Elkins
Collection (photo: The
Philadelphia Museum of
Art)

Figure 23. Mariano
Benlliure y Gil (1862—
1947), relief depicting a
foot race, ca. 1885. Marble.
From the music room in
the Marquand residence,
present location unknown
(photo from Carmen de
Pessanha, Vida artistica de
Manriano Benlliure [Madrid,

19471)

Figure 24. Mariano
Benlliure y Gil, relief
depicting a chariot race, ca.
1885. Marble. From the
music room in the
Marquand residence,
present location unknown
(photo from Carmen de
Quevedo Pessanha, Vida
artistica de Mariano Benlliure)



Figure 25. Black-figured neck amphora
attributed to the Pasikles Painter,
showing Iolaos, Herakles and the Lion,
and Athena. Attic, ca. 530 B.C.
Terracotta, h. 41.5 cm. The
Metropolitan Museum of Art, Gift of
Christos G. Bastis, 1967, 67.44.1

mansion at Fifty-seventh Street and Fifth Avenue.®
For the Moorish smoking room in Marquand’s
house, located next to the conservatory, La Farge
made an alabaster overdoor panel “in rich Persian
style” with floral motifs in “gemlike deeply colored
glass” (Figure 31).5 The ceiling and frieze consisted
of Spanish lusterware tiles, and the upper parts of
the walls were embellished with colored plaster or-
nament in relief.®” Similar plasterwork, based on
wall decoration found in the Myrtle Court at the
Alhambra in Granada, was also used for the over-
mantel (Figure 31).%® Objects of Hispano-Moresque
lusterware and Islamic glass were arranged in the
three keyhole-shaped niches and the scalloped
arched recess of the overmantel, as well as in the
wall cabinets flanking the fireplace. A large bowl
with blue and turquoise decoration (Figure 33),
made in the Turkish town of Iznik about 1525-30,
may well have been among them. In the center of
the room stood a satinwood desk with keyhole-
shaped arches, spindle decoration, and fine metal
inlay (Figure g2), attributed to Associated Artists of
New York, the leading design firm, founded in
1879 by Louis Comfort Tiffany (1848-1933), Col-
man, Lockwood de Forest (1850—1932), and several
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Figure 26. Cabinet. German (Augsburg), 1655—59. Wood veneered with
engraved ivory, silver (by Jeremias Sibenbiirger), silver-gilt, and gilt-brass, 71.8 x
62.2 x 40 cm. The silver by Jeremias Sibenbiirger. The Metropolitan Museum of
Art, Rogers Fund, 1903, 03.18

other artists.%® When the firm was dissolved in 1883,
work in the field of interior decoration was contin-
ued by Tiffany and his own studios, the Tiffany
Glass and Decorating Company. Tiffany is known
to have made mosaic and glass for the hall, and it is
possible that he was involved in the furnishing of
the Moorish room as well.

Very different in atmosphere from the exotic
smoking room was the more solemn dining room,
executed in English Renaissance style (Figures 34,
35). The walls, paneled with oak wainscoting, were
hung with a series of late-sixteenth-century Flemish
tapestries, possibly those secured for Marquand by
the London dealer Charles W. Deschamps. The
dealer wrote to New York on August 16, 1882: “I
think you will be pleased with the tapestries, they
have been much admired here. Mr. Henry James,
the novellist [sic] told me to congratulate you on
your purchase.”’”” Two weeks later Deschamps
wrote Marquand: “It was very curious to find the
tapestries to fit so exactly your room. I am sure you
will feel gratified when you see them. They are just
suited for a Jacobean Hall.””" The tapestries illus-
trated subjects from the Old Testament: the en-
trance was flanked by The Visit of the Queen of Sheba



Figure 27. Wall with fireplace in the Japanese room in the
Marquand residence, designed by Manly Cutter (photo:
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Figure 29. Part of the ceiling in the Japanese room in the
Marquand residence, executed by the firm of Ellin and
Kitson. The carving incorporates several mottos as well as
the signs of the Zodiac and the days of the week (photo:
MMA Archives)

Figure go. John La Farge (1835—1910), Peonies Blown in the
Wind, 1878-79. Leaded glass, 190.5 x 114.3 cm. The
Metropolitan Museum of Art, Gift of Susan Dwight Bliss,
1930, 30.50
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Figure 1. B. Krieger etching depicting the Moorish room in
the Marquand residence in 1893 (photo: Nassau County
Museum Collection)

Figure g3. Dish, Turkish (Iznik), ca. 1525—30. Earthenware,
diam. 39.4 cm. The Metropolitan Museum of Art, Bequest
of Benjamin Altman, 1913, 14.40.727
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Figure g2. Desk, attributed to Associated Artists. New York,
1880s. Satinwood inlaid with metalwork and leather, 75.2 x
91.4 x 61.9 cm. Private collection, New York

to King Solomon (Figure 34) and David Returning with
the Head of Goliath. On either side of the fireplace
were David Before Saul and The Wrath of Saul (Figure
35).”2 Mirrored cabinets and sideboards used for the
display of silver, enamels, and English Derby por-
celain were arranged around the room.” The case
furniture and the heavy oak table and chairs, which
were upholstered with leather, were made in Eng-
land, where special care had been taken “to follow
the old examples in the designs.”

Marquand had apparently sent Alma-Tadema a
photograph of this room, because the latter re-
sponded in a letter of August 8, 1887: “I never re-
ceived the photo of your dining room as promised
but I dare say it will arrive in due time & will be
most welcome here as a means of realizing in our
minds [sic] eye the interior of a house where we are
regarded as friends. I really long to find an oppor-
tunity of passing the treshold [sic] of it & revel in all
its beauties.” 7

The stately hall would, without a doubt, have
been considered among the mansion’s “beauties”
by the artist. Its walls of wood paneling and poly-



Figure 34. Dining room in
the Marquand residence
(photo: Nassau County
Museum of Art)

Figure g5. Dining room in
the Marquand residence
(photo: MMA Archives)



Figure g6. Fireplace in the hall of the Marquand residence
photographed in 19og after the removal of the art works
(photo from Harry W. Desmond and Herbert Croly, Stately
Homes in America [New York, 1gog], courtesy The New York
Public Library)

Figure g7. Detail of the hall with staircase in the Marquand
residence (photo from The New York Tribune, Illustrated
Supplement, April 6, 1902, courtesy Nassau County Museum
of Art)

Figure 38. Clorinda and
Tancred in Combat, based on a
scene in Gerusalemme liberata
by Torquato Tasso, woven
for Pietro, Cardinal
Ottoboni. Italian (Roman),
1735. Wool and silk tapestry,

353.6 x 597 cm. Private
Italian collection (photo:
Sotheby Parke Bernet)



chrome tiles were covered with gilt leather and tap-
estries (Figures 36, 37).7° One of the tapestries was
based on a scene from Torquato Tasso’s Gerusa-
lemme liberata. Depicting Clorinda and Tancred in
combat, framed by a border of caryatid figures,
flowers, masks, and fruit, the tapestry was pur-
chased at the sale of the Hamilton Palace collection
in 1882 (Figure 38).”” One of a large set woven in
Rome for Cardinal Pietro Ottoboni, it was signed by
the weaver Nouzou and dated 1735.®

The marble floor was covered with one of Mar-
quand’s Near Eastern carpets (Figure 3g); rugs
from his noteworthy collection were found in nearly
every room of the house.” A prominent place in the
hall was occupied by a large stone fireplace with a
reproduction of the Assumption of the Virgin by the
workshop of Andrea della Robbia above the mantel
(Figure 36). The original glazed terracotta altar-
piece (Figure 40), which dates from about 1500, was
donated by Marquand to the Metropolitan Museum
in 1882.%° The acquisition of this altarpiece stirred
the interest of Marquand’s son Allan (1853-1924)
in the work of Andrea della Robbia. In fact, Allan
later became the foremost expert on the sculpture
of the della Robbia family.®' The Assumption of the
Virgin was not the only della Robbia in his father’s
possession. According to the list of suggested illus-
trations for the 19og sale catalogue, there must have
been at least one other work by this family of artists
on display in the hall.®? This could have been An-
drea’s portrait roundel of a young man of about
1470 or the older Madonna and Child, made several
decades earlier by Luca della Robbia, both now in
the Museum’s holdings (Figures 41, 42).

Figure 39. Marquand
medallion carpet. Anatolian
(Hereke?), mid-1gth century.
Silk wool, 358.2 x 181.6 cm.
It is not known in which
room of the Marquand house
this carpet was used. The
Philadelphia Museum of Art,
Bequest of Mrs. John D.
Mcllhenny, in memory of
John D. Mcllhenny (photo:
The Philadelphia Museum of
Art)

Figure 40. Workshop of Andrea della Robbia (1435—1525),
Assumption of the Virgin. Florentine, ca. 1500. Enameled
terracotta, 300.99 x 2238.5 cm. The Metropolitan Museum of
Art, Gift of Henry G. Marquand, 1882, 82.4
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Figure 41. Andrea della Robbia (1435—1525), portrait
roundel. Florentine, ca. 1470. Enameled terracotta, diam.
54.6 cm. The Metropolitan Museum of Art, Rogers Fund,

Figure 42. Luca della Robbia (1399/1400-1482), Madonna
and Child. Florentine, ca. 1440—60. Enameled terracotta,
48.3 x 38.7 cm. The Metropolitan Museum of Art, Bequest
of Susan Dwight Bliss, 1966, 67.55.98
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Near the oak staircase stood a metal stand sup-
porting a screen made of twenty-one enameled cop-
per plaques depicting prophets, apostles, and sibyls
(Figures 37 and 43). Arranged in the shape of an
altar frontal by the nineteenth-century firm of
Beurdeley, the enamels were the work of Léonard
Limosin and can be dated between 1535 and 1540.%

A bronze fountain of a boy wrestling with a goose,
executed by the New York foundry of Henry Bon-
nard, was placed against the wall on the platform
between the double flight of stairs.?* This was most
likely a copy of the well-known Roman marble
sculpture from the first century aA.p., based on a
Hellenistic original.®* Tiffany designed the wall mo-
saics and mosaic glass windows along the stairs,
which were created to harmonize with the poly-
chrome tiles in the hall.®® One can only speculate if
this was a prelude to Tiffany’s celebrated work for
the hall of the Henry Osborne Havemeyer resi-
dence, executed several years later.%”

The second floor housed the library and several
bedrooms, each furnished in a different style. One
of the bedrooms had a finish of bird’s-eye maple
and a carved mantelpiece of the same wood. It is
very likely that a suite of furniture executed in
bird’s-eye maple and used later by Marquand’s
youngest daughter, Elizabeth Love Marquand

Figure 43. Screen with 21 enamel plaques depicting
prophets, apostles, and sibyls. The plaques, by Léonard
Limosin (ca. 1503—1577), French (Limoges), ca. 1535—40.
The screen, French (Paris), 1gth century. Gilt and silvered
copper, 108 x 132.1 cm. Baltimore, The Walters Art Gallery
(photo: The Walters Art Gallery)



Figure 44. Bedstead, part of a set. New
York, ca. 1880-84. Bird’s-eye maple,
130.8 X 125.1 X 203.2 cm. The

: p— Metropolitan Museum of Art, Friends
: } of the American Wing Fund, 1986,
1986.47.1

Figures 45, 46. Octagonal table and side chair, part of same set as Figure 44. New York, ca. 1880—84. Bird’s-eye maple; table:

76.8 x 71.1 cm,, side chair: 88.3 x 42.5 x 42.5 cm. The Metropolitan Museum of Art, Friends of the American Wing Fund,
1986, 1986.47.2,3
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Figure 47. George Henry Boughton (1833—1905), Marvell’s Last Visit to Milton, 1884—87. Oil on canvas, 69.9 x 165.1 cm.

Sl Wl

Present location unknown (photo from The Henry G. Marquand Collection [New York, 19o3])

(1861—-1951), was made for this room.*® Several
pieces of this set—a pair of side chairs, a table with
an octagonal top, and a bedstead—were acquired
by the Museum in 1986 (Figures 44—46). The
carved bedstead displays classical ornamentation
consisting of a winged cupid, curved fluting, urns,
paterae, and acanthus-scroll decoration. On the
other hand, the chairs, with their slender supports,
spindle backs, and scrolled top rails, are reminiscent
of Anglo-Japanese designs by the English architect
and designer Edward William Godwin (1833—
1886).

Another bedroom on the same floor had a ceiling
painted by Francis Lathrop (1849—1909),*® and sev-
eral of the bathrooms contained stained glass and
wall paintings by Frederic Crowninshield (1845—
1918), who had earlier been involved with the dec-
oration of the Marquand Chapel at Princeton Uni-
versity.%

Little is known about the interior of the library
other than that it had Marvell’s Last Visit to Milton by
Boughton above the fireplace (Figure 47). The artist
described the subject, of which he painted several
versions, in a letter to Marquand on December 23,
1884: “It represents the poet in his poverty and de-
clining years—when his old friends used to visit and
talk and read to him—play music now and then and
cheer him and help in any kindly way. In my subject
he is seated outside his cottage door (in Bunhill
fields). One of his daughters has been reading to
him. A young musician has been playing to him on
the viol and one has been singing. This quiet little
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party has been for the moment interrupted by the
coming upon the scene of his great poet friend An-
drew Marvel [sic] bringing with him two young peo-
ple, one a younger poet and the other a young girl
with an offering of flowers.”®! To explain the com-
position Boughton included a small sketch and
promised to execute this work for £8oo (Figure 48).
The painter kept Marquand informed about the
progress of the Multon, which he hoped to have fin-
ished when the library was ready.® Marquand asked
Hunt to have a look at the picture when he would
be in London and told him that “it ought to be rich
and strong in color.”*® The painting was completed
in 1887, and the artist saw it at Marquand’s home
during an overseas visit in the fall of 18go. He wrote

Figure 48. George H. Boughton, sketch for Marvell’s Last
Visit to Milton, drawn in a letter to H. G. Marquand, Dec. 23,
1884 (MMA Archives)



prised with the effect of my Milton overmantel in
your library, than [with] any of my works I saw in
America.” %

Along the stairs leading to the third floor were
stained-glass windows with portraits of Michelan-
gelo and Leonardo da Vinci, after a design by the
French artist Luc-Olivier Merson (1846—1920) and
executed by his countryman Eugéne Stanislas Ou-
dinot (1827-1889).%> Marquand may have referred
either to these windows or to those the artist created
for the conservatory on the main floor depicting
Renaissance-style architecture, when he wrote to
Hunt: “The Oudinot glass [is] not yet up—it needs
you to be blowing around in order to get anything
done.”%

Oudinot not only made stained-glass panels for
the Marquand residence but he also decorated the
ceiling and frieze of one of the third-floor bed-
rooms. Marquand referred to this “Byzantine” bed-
room in a letter to Hunt of April 23, 1886, which
also indicated that he was not only a generous pa-
tron but that at times he also lent money to the
artists: “I have a long letter from Mr. Oudinot who
wants to borrow 4000 $—1I cannot do it as I am now
using my income faster than it comes in, & besides
every time I have done this sort of thing, it has been
to my sorrow. Mignot did me out of 8oo §, Leutze
400, Lafarge 10 or 1500 $ and so on—I am not a

Figure 49. Byzantine room in
the Marquand residence with
painted decoration by
Eugéne Oudinot of 1886
(photo from Desmond and
Croly, Stately Homes in
America [New York 1903])

banker anymore—]I would pay Mr. Oudinot 1000 $
in advance on the Byzantine decoration—& shall
write him to that effect.” %

Two days later he wrote to Hunt: “I read another
hard begging letter from Oudinot. I cabled to him
to draw on me for 10,000 francs—my 2000 $—in
advance for his Byzantine room—I want you to ask
him what the price will be for the work—no furni-
ture, I shall leave that until all is done in decora-
tion.”* From the bill presented by the artist it is
known that the total for the painting of the ceiling,
frieze, and alcove on canvas came to 7,000 francs.®
Oudinot’s work in this room, with its sycamore trim
and gilt leather wall hangings, was inspired by eccle-
siastical decoration (Figure 49). Interlaced circles in-
scribed with the signs of the zodiac, resembling
mosaic pavements such as those in San Marco in
Venice, covered the ceiling.!” Conveying the
impression of Byzantine mosaics, the frieze con-
sisted of figural scenes illustrating events from a
man’s life, painted against a gold background. The
overmantel panels, which were carved with pea-
cocks, scrolling grapevines, bandwork, and guil-
loche motifs, recalled church screens and marble
partitions, such as the eleventh-century partition in
the cathedral of Torcello.'*!

The designer of the four-poster bed in this room
remains unknown. Unlike most of the contempo-
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rary furniture that incorporated elements of a cer-
tain style or were in the taste of another style, this
bed consisted of parts directly copied from existing
monuments. The tester was based on the marble
canopy erected in the ninth century over the altar
in Sant’ Apollinare in Classe in Ravenna, and the
footboard was derived from the fifth-century sar-
cophagus of Archbishop Theodore in the same
church.1%?

The interior decoration of the Marquand mansion
was a true creation of the Aesthetic Era. The rooms
were furnished in a variety of historical and exotic
styles according to the decorating principles pre-
vailing during the last decades of the nineteenth
century. In the Marquand residence, as in the
houses of other wealthy patrons, the art collections
played an important role. Picturesque arrange-
ments of porcelain, lusterware, glass, enamels, sil-
ver, and bronzes—originals as well as reproductions
—were found on overmantels and in display cabi-
nets along the walls. In addition, paintings, reliefs,
and decorative objects from diverse cultures were
specifically acquired, commissioned, or both, to
complement the decoration. Modern “art” furni-
ture was used in combination with antiques. It was
not unusual for individual European artists to work
for American patrons. See, for instance, the Mu-
seum’s stained-glass window La Danse des fiangailles,
designed by Merson and made by Oudinot in 1885
for the apartment of Isaac Bell in the Knicker-
bocker Building at Fifth Avenue and Twenty-eighth
Street in New York.!”® What truly distinguished the
Marquand house, however, was the large-scale
transatlantic effort that brought together the very
best American and European artists to decorate and
furnish it. The interiors of the Marquand residence,
like those of so many contemporary houses, have
disappeared. However, the contemporary docu-
ments and descriptions, a handful of photographs,
and most of all the extant furnishings allow us to re-
create its lost splendor.

NOTES

1. Biographical sketches of Marquand can be found in Ains-
worth R. Spofford, ed., The National Cyclopaedia of American Biog-
raphy VIII (New York, 1898) p. 390, and Dumas Malone, ed.,
Dictionary of American Biography XII (New York, 1933) pp. 292—
293. An elegant full-length portrait of H. G. Marquand by the
artist John W. Alexander (1856—1915) is in the collection of
Princeton University (PP344).
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logue of the Art and Literary Property Collected by the Late Henry G.
Marquand, American Art Association/Anderson Galleries (New
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