
SINCE THE 1990S, there has been much interest in seventeenth-
century Brussels tapestry.1 Unsurprisingly, much attention has
been paid to the many series designed by artists such as Peter Paul
Rubens,2 Jacob Jordaens,3 Charles Poerson4 and Charles Le
Brun.5 However, less-renowned artists and series have also been
included in this renewal of interest,6 as well as workshop man-
agers, their entrepreneurial strategies and the organisation of
tapestry production.7 These studies shed new light on the com-
plex dynamics that shaped the industry and blur the traditional
distinction between the ‘fine’ and ‘decorative’ arts. But our
understanding of seventeenth-century Brussels tapestry remains
fragmentary. Basic biographical information on tapissiers is often
missing, and critical attention is mostly focused on the handful of
well-known painters who were involved, at the expense of a
substantial number of lesser-known artists and series. The story of
Constantine and The inclinations of Man series, produced by the
obscure workshop managers Matthijs Roelandts and Joris Lee-
mans, are a case in point. Editions and tapestries of both sets have
rarely received scholarly attention and at best are loosely linked
to the Brussels tapestry designer Antoon Sallaert (1594–1650).8
Newly discovered archival documents now allow us to identify
Roelandts and Leemans as significant tapestry producers and to
attribute their Constantine and Inclinations series to Lanceloot
Lefebure (Lefebvre, Lefèvre), a Brussels-based painter who, in
1650, at the age of sixty-five, was praised by the Brussels tapissiers
for his designs but has since been overlooked.

Biographical and genealogical data on Roelandts and Lee-
mans, who frequently collaborated, is scarce.9 Roelandts’s life has

traditionally been summarised in no more than four dates. In
1648 he was granted tax relief from the Brussels city administra-
tion on the grounds of being an important tapestry producer; in
1657 he was one of the co-founders of the Brussels tapissierspand
(the building where tapestries were sold); in 1661 he was dean
of the tapestry guild; and in 1663 he died. Leemans’s life is even
more obscure. A native of Enghien, he became a citizen of Brus-
sels in 1638 and was dean of the tapestry guild in 1665. It has been
claimed that he died between 19th February and 29th August
1671.10 After his death, the workshop was continued by, succes-
sively, his widow, Elisabeth Segers, and by Jacob van der Borcht
(c.1650–c.1710), who is believed to have been Segers’s cousin.11

New evidence allows us to fill the gaps in Roelandts’s and
Leemans’s biographies. Roelandts was born to Catharina de
Ridder and Maarten Roelandts12 and was baptised on 31st March
1602.13 His father (born 1570)14 was appointed as ‘segelaer’ (keep-
er of the seal) in 1622,15 and in this capacity he had to oversee the
quality control of all tapestries that were marketed in Brussels.
Maarten appears to have died between 1622 and 1633.16

Matthijs Roelandts married Johanna de Pot in 1627,17 and
their first child, Willem, was born a year later.18 Willem died in
infancy, for a second son bearing the same name was baptised in
1630.19 A third son, Bernardus (born 1633),20 was the godson of
Bernardus Leyniers, a member of the Leyniers dynasty, which
was omnipresent in the Brussels tapestry industry in the seven-
teenth and eighteenth centuries.21 In 1634 Roelandts’s first
daughter, Johanna Maria, was born.22 Her godmother was
Johanna Bexij, the wife of the eminent tapestry producer Jan II
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Raes (1602–39).23 In the 1630s Roelandts thus forged alliances
with other families involved in the industry and adopted a well-
established strategy that allowed Brussels tapestry producers and
workshop managers to secure and control their position on the
Brussels and European tapestry markets.24

In 1648 Roelandts filed an application for tax relief with the
city administration,25 stating that he had been registered as a mas-
ter in the tapestry guild between c.1625 and 1630. He further says
that he operated with five looms and that he subcontracted the
production of tapestries to other tapissiers, which means that he
was an important producer. Interestingly, Roelandts’s applica-
tion also shows that before its submission he had commissioned
the cartoons of at least four sets: ‘Genoeghen des mensschen’
(Inclinations of Man), ‘Constantinus Magnus’ (Constantine the Great),
‘Jachten’ (Hunts) and ‘Bosschagien’ (Woodland scenes). Since Roe-
landts’s career as a tapestry producer started c.1625–30, the
designs of these four series can be dated between then and 1648.
Unfortunately, the document fails to cite the designers’ names.

In 1657 Roelandts, as dean or ‘ouderman’ (former dean) of the
tapestry guild, supported the establishment of a tapissierspand in
Brussels.26 He died in 1663,27 his widow in 167428 and the work-
shop was continued by their son Willem,29 but he seems to have
been less successful than his father: he was never granted tax relief
by the city administration and in 1676/77 was listed as one of the
subcontractors of Jan-François van den Hecke (1638–1710).30

Joris Leemans, who had settled in Brussels in 1638, married Elis-
abeth Segers in 1640,31 and must therefore have been born c.1620
at the latest. They had one daughter, Francisca (born 1641).32 In
1657 Leemans was listed among the deans and former deans of the
Brussels tapestry guild, together with Roelandts.33 Five years later,
Leemans and Segers drew up their will,34 a document that reveals
that Segers had been married to Antoon van der Borcht before her
marriage to Leemans and that she was the mother of Jacob van der
Borcht – rather than his aunt as has been traditionally assumed.35

Consequently, Jacob van der Borcht’s approximate date of birth
has to be shifted from c.1650 to in or before 1640.36

The assumption that Leemans was dean of the tapestry guild
and thus still alive in 1665,37 is based on the application for tax

relief filed by Erasmus III de Pannemaker (born 1627), which
was supported by Leemans.38 However, careful reading of the
document shows that Leemans was not one of the deans (these
were Jan Cordys, Marcus de Vos, Jasper van der Bruggen and
Leonard Wyns). Moreover, the application was approved and
recorded in the ‘Registers der Tresorije’ (Records of the Treasury)
on 3rd March 1665, but De Pannemaker had actually filed it on
15th November 1663. In the absence of a later document men-
tioning Leemans, the terminus post quem for Leemans’s death
should be moved back from 3rd March 1665 to 15th November
1663. Leemans died before 31st January 1667, because on that
day the tapissier Jan de Clerck (died 1672) rented a house and a
tapestry workshop situated ‘across from the house of [tapissier]
Hendrik Reydams’ (‘tegen over den huijse van sr. Hendrick Redams’)
from Elisabeth Segers, ‘widow of the late Joris Leemans’ (‘weduwe
wijlen sr. Jooris Leemans’), for a second period of six years.39

Unfortunately, at Leemans’s parish church, death records before
4th September 1668 were not preserved, making it impossible to
establish the exact date of his death.

Leemans’s new approximate date of death (between 15th
November 1663 and 31st January 1667) has a far-reaching
methodological implication. Indeed, the erroneous post quem of
19th February 167140 was based on one of a group of documents
from which biographical data are frequently drawn, i.e. the
applications for tax relief filed by the tapissiers. These applica-
tions, along with formal approval, were recorded in the Treasury
Records. On 19th February 1671 the Brussels dyer Gaspar
Leyniers (1634–1703) submitted an application that was accom-
panied by a document signed by twelve tapestry producers,
including Joris Leemans – hence the post quem of 1671.41 The
new archival data, however, reveals that the declaration of sup-
port must have been recorded before 31st January 1667. Hence
the document used by Leyniers was not a recent one. This sug-
gests that the application filed by Leyniers in 1671 was not his first
attempt to obtain tax relief and that previous efforts had been
unsuccessful. Logically, rejected applications were not preserved
in the Treasury Records because they did not affect the city
finances. This means that the supporters mentioned in the

Roelandts; the name of his mother is not recorded in the entry, nor in that concern-
ing Matthijs Roelandts’s older twin sisters, Elisabeth and Anna, who were baptised in
1569; SAB, PR, vol.74, fol.53, 2nd October 1569. One Christiaan Roelandts
baptised three children in the same parish in the 1590s (SAB, PR, vol.74, fol.36,
27th December 1590; vol.78, fol.198, 15th February 1593; and vol.79, fol.347, 5th
November 1598), but it remains uncertain whether this Christiaan can be identified
as Maarten Roelandts’s father.
15 A. Wauters: Les tapisseries bruxelloises, Brussels 1878, p.211.
16 The funeral presumably took place in his parish church (Sint-Goedele), but this
church’s parish records for the period 1622–33 were not preserved. In parish records
after 1633, Maarten Roelandts is not mentioned – nor, for that matter, in other
documents.
17 SAB, PR, vol.132, fol.140r, 9th October 1627.
18 SAB, PR, vol.87, fol.230v, 4th August 1628.
19 SAB, PR, vol.88, fol.71r, 6th May 1630.
20 SAB, PR, vol.88, fol.202v, 11th January 1633.
21 Possibly Bernardus Leyniers can be identified as the second son of tapissier Gillis
Leyniers (1579–1666); see M. Vanwelkenhuyzen and P. de Tienne: ‘Une famille de
tapissiers bruxellois, les Leyniers (suite)’, L’intermédiaire des généalogistes/De middelaar
tussen de genealogische navorsers 44 (1989), p.154.
22 SAB, PR, vol.89, fol.82r, 19th November 1634.
23 See Brosens [forthcoming], op. cit. (note 7).
24 Idem: ‘New data on Albert Auwercx. Toward a conceptual framework of the
entrepreneurial strategies devised by Brussels tapestry producers, 1600–1700’, ibid.
[forthcoming].
25 SAB, Register der Tresorije (hereafter cited as RT), vol.1295, fols.58v–60r.
26 Wauters, op. cit. (note 15), p.231. For the tapissierspand, see Brosens 2005, op. cit.

(note 4), pp.71–73. In 1660, Roelandts supported the application for tax relief filed
by Peter Kint; SAB, RT, vol.1298, 23rd October 1660.
27 SAB, PR, vol.157, fol.13v, 30th March 1663. A few weeks later, on 26th May
1663, the city council awarded the available tax privileges to Daniel Abeloos (died
1674); SAB, RT, vol.1298, fol.497v–98v; Wauters, op. cit. (note 15), p.341.
28 SAB, PR, vol.158, fol.152v, 27th April 1674.
29 His productions include an edition of Jacob Jordaens’s Charlemagne series (Palazzo
Quirinale, Rome) in collaboration with Joris Leemans, Jan van Leefdael (1603–68),
Hendrik de Putter (died c.1665) and Jan Cordys (died in or before 1680); N. Forti
Grazzini:Gli arazzi (Il patrimonio artistico del Quirinale), Rome 1994, I, pp.311–28; and
Nelson, op. cit. (note 3), pp.43–45 and 134–43.
30 Wauters, op. cit. (note 15), p.309.
31 SAB, PR, vol.275, fol.116r, 16th September 1640.
32 SAB, PR, vol.253, fol.23v, 28th November 1641.
33 Wauters, op. cit. (note 15), p.231.
34 Brussels, Algemeen Rijksarchief (hereafter cited as ARAB), Notariaat Generaal
van Brabant (hereafter cited as NGB), vol.4440, 27th June 1662.
35 Brosens, op. cit. (note 10), p.344, already suggested that Segers may have been Van
der Borcht’s mother, but evidence supporting this assumption was not yet available.
36 Ibid.
37 Wauters, op. cit. (note 15), p.341.
38 SAB, RT, vol.1299, fols. 281v–82r.
39 ARAB, NGB, vol.4449, 31st January 1667. For De Clerck, see Brosens 2005,
op. cit. (note 4), p.69.
40 Idem, op. cit. (note 10), p.72, note 308.
41 Ibid., pp.184–85. A photograph of the document, showing the signatures of the
twelve producers, was included in Brosens 2004, op. cit. (note 7), p.283.
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2. Cupid: he who does not meddle with Amor does not get hurt by his arrows, by the
workshop of Joris Leemans after a design by Lanceloot Lefebure. c.1650. Wool and
silk, 346 by 334 cm. (Kunsthistorisches Museum, Vienna).

records when the privilege was granted were not necessarily alive
at that time. Consequently, biographical data retrieved from the
Treasury Records must be more thoroughly scrutinised.42

The widowed Elisabeth Leemans died in 1676,43 and a probate
inventory of her possessions shows that two Charlemagne tapes-
tries after Jordaens and three Inclinations of Man tapestries were
kept in the Brussels tapissierspand.44 The workshop contained two
dismantled and three operational looms. The latter were bought
by her son Jacob van der Borcht. Several border designs and two
sets of cartoons depicting ‘groenwerck’ (landscapes and woodland
scenes) were also recorded in the inventory. One ‘groenwerck’
series was attributed to the Brussels landscape painter Lodewijk
de Vadder (1605–55), who received tax relief in 1644 on the
grounds of being an important tapestry designer.45 The other
‘groenwerck’ series was created by ‘Verschueren’, presumably a
member of the Verschueren family of painters who worked in
the city of Mechelen between 1570 and 1650.46

Finally, ‘four cartoons of the story of Constantine painted by
one N. Lefebure’ (‘vier stucken patroonen vande historie van Con-
stantinus geschildert van sekeren N. Lefebre’) and ‘four pieces of the
inclinations of man painted by the Lefebure mentioned above’
(‘vier stucken van het genueg vande mensche vande voorscr le febvre
geschildert’) were also found in the workshop. These sets were also
cited in Roelandts’s application for tax relief filed in 1648.
Segers’s inventory reveals that Roelandts and Leemans jointly
owned the cartoons of both series – standard practice in the
seventeenth century.47 If it is assumed that Joris Leemans had
co-financed the commission of the cartoons, they might be dated
between 1638 (when Leemans settled in Brussels) and 1648
(when the cartoons were cited in Roelandts’s application). Yet it
is also possible that the cartoons had been made before 1638 and
that Leemans acquired a stake after moving to Brussels.

Segers’s inventory reveals Lanceloot Lefebure as the tapestry
designer of the Constantine and Inclinations series. Lefebure was

42 In this way, ‘Hendrik Reydams’, who was one of the supporters, was identified as
Hendrik II Reydams (1650–1719); Brosens, op. cit. (note 10), p.335, but in view of
the revised dating of the declaration of support it is more probable that the latter’s
father, Hendrik I Reydams (c.1610–69), supported Leyniers’s application.
43 SAB, PR, vol.286, fol.66r, 8th September 1676. Four days after the funeral, her
son Jacob van der Borcht applied for tax relief; SAB, RT, vol.1301, fols.186r–87r,
1st October 1676. In his application, Van der Borcht claimed that he and his
mother had co-directed the Leemans workshop after his stepfather’s death.
44 ARAB, NGB, microfilm 782292.
45 SAB, RT, vol.1293, fols.316v–17v, 27th February 1644. For De Vadder, see E. de
Callatay: ‘Etudes sur les paysagistes bruxellois du XVIIe siècle’, Revue belge d’Archéologie
et d’Histoire de l’Art 29 (1960), pp.155–70; D. Coekelberghs: ‘Contribution à l’étude du
paysage italianisant flamand et hollandais au XVIIe siècle: œuvres inédites de A.
Goubau, L. De Vadder, J. Both’, Revue des archéologues et historiens d’art de Louvain 2
(1969), pp.109–14; and Y. Thiéry and M. Kervyn de Meerendre: Les peintres flamands de
paysage au XVIIe siècle. La baroque anversois et l’école bruxelloise, Brussels 1987, pp.113–24.
46 E. Neeffs:Histoire de la peinture et de la sculpture à Malines, Ghent 1876, I, pp.440–41.
47 Brosens, op. cit. (note 10), pp.70–74.
48 Wauters, op. cit. (note 15), pp.250 and 342. For the application, see SAB, RT,

vol.1295, fols.367v–68r, 21st July 1650.
49 SAB, PR, vol.274, fol.19v, 14th August 1608.
50 A. Pinchart: ‘La corporation des peintres de Bruxelles’, Messager des Sciences
Historiques ou Archives des Arts et de la Bibliographie de Belgique (1877), p.300.
51 Lefebure is not mentioned in J. Caluwaerts: Poorters van Brussel/Bourgeois de
Bruxelles, 1350–1795. II: 1601–1695, Leuven 2005, but this book is incomplete.
However, Charles Lefebure, ‘peintre’, is mentioned in a document from the Meche-
len archives, recorded in 1574; Neeffs, op. cit. (note 46), p.323.
52 SAB, PR, vol.275, fol.35v, 18th June 1637.
53 E. van Autenboer: ‘Nota’s over de Mechelse waterverfschilders’, Mechelse
bijdragen. Tijdschrift van de Mechelse kring voor oudheidkunde, geschiedenis en folklore 11
(1949), pp.33–44.
54 Pinchart, op. cit. (note 50), pp.300, 303, 309, 313–16, 320, 321, 324 and 327.
55 SAB, RT, vol.1293, fols.129r–30v.
56 E. Duverger: ‘Patronen voor tapijtwerk in het sterfhuis van François van den
Hecke’, Artes Textiles 10 (1981), p.228. For the various sixteenth-century Jacob series
woven in Brussels, see M. Crick-Kuntziger: La tenture de l’Histoire de Jacob, Antwerp
1954; B. Joos: ‘De wandtapijten met de Geschiedenis van Jakob. Een verborgen
signatuur van Bernart van Orley’, Bulletin des Musées royaux d’Art et d’Histoire 56
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1. Minerva: Art has no enemies, except for Ignorance, by the workshop of Matthijs
Roelandts or Joris Leemans after a design by Lanceloot Lefebure. c.1650. Wool
and silk, 350 by 328 cm. (Kunsthistorisches Museum, Vienna).

B A R O Q U E T A P E S T R Y I N B R U S S E L S

MA.JUNE.Brosens.pg.proof.corrs:Layout 1  22/5/09  12:08  Page 362



mentioned in Alphonse Wauters’s pioneering Les tapisseries
bruxelloises (1878) as a designer who at the age of sixty-five was
granted tax relief by the town council in 1650, at the request
of the Brussels tapissiers.48 Just like Leemans and Roelandts,
Lefebure has escaped art-historical attention. However, new
research allows us to reappraise him and his contribution to Brus-
sels tapestry design.

Born in or around 1585, Lefebure married Esther van der
Balen in Brussels in 1608,49 and a year later was registered as a
master in the Brussels guild of painters.50 The entry shows that he
was the son of Charles Lefebure; that he was born in Mechelen;
and that he had been registered as a Brussels citizen on 13th April
1609.51 In 1637 Lefebure presumably entered into a second
marriage, with Johanna Herinckx.52

It can be assumed that Lefebure, like Jordaens, was trained as
a watercolour painter (one who used pigment mixed with rabbit
skin glue on thin linen). During the sixteenth century Mechelen
painters had specialised in watercolour paintings on cloth,
including cartoons for the tapestry industries in neighbouring
towns.53 He had a long career in Brussels and trained a range of
apprentices between 1609 and 1639: Michel Confaelt from
Ghent (1609); Antoine van Berenbroeck (1611; registered as a
master in 1623); Jan Clabodts (1615); Pierre Tassot dit La Feulle,
who was born in France (1620); Gilles van Bleyenberch (1622;
registered as a master in 1633); Herman van den Berghen (1623);
Jacques-Antoine de Meester (1627); Pierre Soetemans (1629);
and Jan de Broe (1639).54 De Broe was the son-in-law of Jan de
Stryker, who in 1639 was cited as ‘one of the most important
entrepreneurs’ (‘een van de principaelste cooplieden’) of the Brussels
tapestry industry.55

The fact that Lefebure was granted privileges as a tapestry
designer only at the age of sixty-five does not mean that he had
become involved in the industry at a late age. In his application
Lefebure stated that he had ‘painted and opgemaakt cartoons from
early youth’ (‘van sijne jonckheijt aff hem hadde geexerceert in’t
schilderen ende opmaecken van patroonen’). ‘Opmaecken’ can be taken
to mean restoring, retouching and modifying sixteenth-century
cartoons, which were painted in watercolour, to enable these to
remain usable in the seventeenth century. In fact, the earliest
document linking Lefebure to the industry concerns this activ-
ity: in 1637 he was commissioned to recycle the sixteenth-
century cartoons of The story of Jacob.56

On the basis of Segers’s inventory, the two series of The incli-
nations of Man and The story of Constantine can be attributed to
Lefebure. An eight-part edition of the Inclinations series signed by

Roelandts and Leemans is at the Kunsthistorisches Museum,
Vienna.57 This allegorical series with Latin cartouches in the
upper border depicts human activities protected or encouraged
by a deity and advocates a virtuous life in line with seventeenth-
century morality. Scenes includeMinerva: the duty of a young man
is to cultivate virtue; Mars: the sanguine man will become almost as
famous as Mars; Minerva: the learned man fosters teaching and loves
knowledge; Minerva: Art has no enemies, except for Ignorance (Fig.1);
Cupid: he who does not meddle with Amor does not get hurt by his
arrows (Fig.2); Mercury: the merchant who ventures into commerce will
be rewarded with gold; Bacchus: some men never strive for wine and play;
and Money comes first; the divine gold rules all inclinations. Two fur-
ther Mercury tapestries have surfaced on the French art market,
proving that at least three editions of the series were manufac-
tured.58 Two editions are recorded in seventeenth-century
documents. In 1651 the Brussels-based French tapestry entrepre-
neur Charles de La Fontaine (1610/15–78) stated in a document
that he had exported an eight-part edition to Paris.59 In 1676
‘three pieces from the Inclinations of Men’ (‘drije stucken van het
genuegen van menschen’) were kept at the Brussels pand.

Lefebure’s Story of Constantine can be identified on the basis of
a series of which a number of editions and tapestries signed by
Roelandts and Leemans have been preserved. The most exten-
sive edition consists of seven tapestries and is at the Musée d’Art
et d’Histoire, Geneva. Ordered chronologically, the seven scenes
are Constantius appoints his son Constantine as his successor; The
vision of Constantine; The defeat of Maxentius (Fig.6); The entry into
Rome; The building of the Lateran basilica (Fig.3); The marriage of
Constantine’s half-sister Constantia and Licinius (Fig.5); and Helena
shows Constantine the True Cross (Fig.4). Two tapestries depicting
The defeat of Maxentius and The entry into Rome, which formed
part of a second edition, were in a Swedish private collection at
the beginning of the twentieth century.60 Two tapestries show-
ing The vision of Constantine and The defeat of Maxentius belong to
a third edition of the series. They were at the Palace of Holy-
roodhouse, Edinburgh, until 1992, when they were sold.61

The iconographic programmes of both The inclinations of Man
and The story of Constantine were connected to those developed
in a number of other series that were popular on the European
tapestry market in the second quarter of the seventeenth cent-
ury. Thus, the exhortations conveyed by The inclinations of Man
can also be found in a number of series designed by Lefebure’s
contemporary Antoon Sallaert that promote a virtuous life: The
sufferings of Cupid, The life of Man and the Sapientia or the Powers
that rule the World.62 Only the cartoons of Sallaert’s Cupid series

(1985), pp.61–73; and N. Forti Grazzini: ‘“The Meeting of Jacob and Rebecca,
and Isaac Blessing Jacob” from “The Story of Jacob”’, in K. Brosens et al.: European
Tapestries in the Art Institute of Chicago, New Haven and London 2008, pp.108–13.
57 Inv. no.LXX/I–VIII; E. von Birk: ‘Inventar der im Besitze des Allerhöchsten
Kaiserhauses befindlichen Niederländer Tapeten und Gobelins’, Jahrbuch der kunst-
historischen Sammlungen des Allerhöchsten Kaiserhauses 2 (1884), pp.183–84. The Latin
legends are: ‘parva hominvm/pars virtvtem/amplectitvr’, ‘sangvineos/animos mavortis/gloria
tangit’, ‘doctrinam docti/colvnt et scientiam/amant’, ‘ars nisi/ignorantem non/habet inimicvm’,
‘qvem non tangit/amor qvem non sva/spicvla laedvnt’, ‘mercator avri/venas commercia qvaerit’,
‘qvos animos/nvnqvam vina/lvsvsqve petvnt’, and ‘omnia post nvmmo/hec diva pecv-
nia/cvnctos affectvs/regit’.
58 In 1972 a version was included in the catalogue of the Paris-based dealer Dario
Boccara; photograph 1625.49 in documentary photographs at the Koninklijke Musea
voor Kunst en Geschiedenis, Brussels. Another Mercury tapestry recently appeared
on the art market in Paris (333 by 300 cm.); sale, Gazette de l’Hôtel Drouot,
2nd March 2007, p.179. Two Inclinations tapestries signed by Jan-Frans van den
Hecke are in a European private collection. One shows the scene of Art does not have
enemies, but bears a different Latin inscription: ‘artibvs ingenvis/celebris delectat/apelles’.
The second tapestry depicts Bacchus and Ceres and bears the inscription ‘deliciis

vincitvr/homo rapitvrqve/falerno’.
59 Paris, Archives nationales, Minutier central, LXXXVIII, 204, 12th May 1651. For
De La Fontaine, see Brosens 2007, op. cit. (note 4), pp.43–60.
60 J. Böttiger: Tapisseries à figures des XVIe et XVIIe siècles appartenant à des collections
privées de la Suède, Stockholm 1928, pp.81–83.
61 Swain, op. cit. (note 8), pp.38–39; sale, Sotheby’s, Amsterdam, at the Orangerie,
Château de Beloeil, Belgium, 16th and 17th June 1992, lots 404 and 405 (we would like
to thank Guy Delmarcel for this reference). Wauters, op. cit. (note 15), p.341, mentions
two tapestries signed by Joris Leemans that were exhibited at the Retrospective Expo-
sition of the Industrial Arts in Milan in 1874: Louis XIV approuvant les dessins pour la con-
struction du Louvre and La révocation de l’edit de Nantes. These pieces could be identified
as The building of the Lateran basilica and Helena shows Constantine the True Cross.
62 These series were examined by P.-A. Michielssen: ‘De 17de-eeuwse burger-
moraal, geformuleerd in drie Brusselse wandtapijtreeksen naar patronen van Antoon
Sallaert (voor 1590–1650). Bronnenonderzoek van de emblemensymboliek’,
unpublished Master’s thesis (Katholieke Universiteit, Leuven, 1994). Editions of The
sufferings of Cupid and The life of Man are at the Patrimonio nacional, Madrid; see
P. Junquera de Vega and C. Diaz Gallegos: Catalogo de tapices del Patrimonio nacional.
Volumen II: Siglo XVII, Madrid 1986, pp.134–63 and 268–74.

the burlington magazine • clI • june 2009 363

B A R O Q U E T A P E S T R Y I N B R U S S E L S

MA.JUNE.Brosens.pg.proof.corrs:Layout 1  22/5/09  12:08  Page 363



can be dated approximately (between 1628 and 1639), making
it impossible for the time being to order chronologically
Lefebure’s and Sallaert’s moralising series.63 Clearly, Lefebure’s
Constantine series belonged to the rich body of tapestry sets
depicting the life and deeds of illustrious men of antiquity. In
the first half of the seventeenth century, Constantine, the first
Christian emperor, was a particularly popular exemplum. Apart
from Lefebure’s series, a Constantine set designed by the
Antwerp painter Abraham van Diepenbeeck (1596–1675) was
available on the European market.64 The cartoons of the Van
Diepenbeeck series, created before 1655, were owned by the
Antwerp textile entrepreneur Hendrik Lenaerts (died in 1669
or 1670) and the Brussels tapestry producers Jan van Leefdael
and Gerard van der Strecken (c.1610–77). The two Brussels
Constantine sets had a counterpart in Paris, where Marc Comans
(1563–1644) and François de La Planche (1573–1627), two emi-
grant (tapestry) entrepreneurs heading a tapestry workshop in
the Faubourg Saint-Marcel, produced Rubens’s twelve-part
Constantine series.65 As the Rubens set was created in 1622, it
seems plausible that the two Brussels Constantine series were
designed later.

The Inclinations and Constantine series show that Lefebure was
familiar with the new monumentality introduced by Rubens in
Brussels and French tapestry around 1620 with his Story of

63 Michielssen, op. cit. (note 62), p.81, convincingly argued that Sallaert’sCupid series
to a certain extent draws on Rubens’s Eucharist series and can therefore be dated
after 1628. As some of the Cupid pieces are signed by Jan II Raes, who died in 1639,
Sallaert’s Cupid series can be dated between 1628 and 1639.
64 N. Forti Grazzini: ‘Un arazzo di Bruxelles’, in Arte all’incanto: mercato e prezzi
dell’arte e dell’antiquariato alle aste Finarte 1984/85, Milan 1985, pp.390–94; idem, op. cit.
(note 8), pp.26–49.
65 D. DuBon: Tapestries from the Samuel H. Kress Collection at the Philadelphia Museum

of Art: the history of Constantine the Great designed by Peter Paul Rubens and Pietro da
Cortona, Aylesbury 1964; J.S. Held: The oil sketches of Peter Paul Rubens: a critical
catalogue, Princeton 1980, I, pp.65–85; K. Brosens: ‘Who commissioned Rubens’s
“Constantine” series? A new perspective: the entrepreneurial strategy of Marc
Comans and François de La Planche’, Simiolus 33 (2008), pp.166–82.
66 For an introduction to the Story of Decius Mus, see G. Delmarcel: ‘De geschiedenis
van Decius Mus/The History of Decius Mus’, in idem et al., op. cit. (note 2),
pp.39–57.
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4. Helena shows Constantine the True Cross, by the workshop of Matthijs Roelandts
after a design by Lanceloot Lefebure. c.1650. Wool and silk, 359 by 345 cm. (Musée
d’Art et d’Histoire, Geneva).

5. The marriage of Constantine’s half-sister Constantia and Licinius, by the workshop of
Matthijs Roelandts after a design by Lanceloot Lefebure. c.1650. Wool and silk, 352
by 380 cm. (Musée d’Art et d’Histoire, Geneva).

3. The building of the Lateran basilica, by the workshop of Joris Leemans after a design by
Lanceloot Lefebure. c.1650. Wool and silk, 344 by 330 cm. (Musée d’Art et d’Histoire,
Geneva).
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Decius Mus and Constantine series.66 This emerges, for example,
from Lefebure’s The entry into Rome and The defeat of Maxentius
(Fig.6), in which the muscular bodies of Constantine and the
other protagonists cover nearly the entire picture surface. But
in contrast to Rubens, Lefebure renders his characters in elon-
gated, convoluted poses that are challenging, if not anatom-
ically incorrect: in Helena shows Constantine the True Cross
(Fig.4), for example, Constantine’s upper and lower body are
not logically connected. Equally, in the representation of a rich
and agitated drapery, Lefebure seems to be more interested in
an ornamental and playful effect than in monumental realism.
The construction of Lefebure’s compositions is also different
from those by Rubens, as is clearly revealed by a comparison
between Rubens’s painting, The defeat and death of Maxentius
(Fig.7), and Lefebure’s depiction of the same scene (Fig.6).
Rubens opted for flat frontality: almost the entire surface is cov-
ered by the clashing armies arranged in a pyramidal composit-
ion. Lefebure, on the other hand, reduces the number of
foreground figures while the second and third plane contains a
teeming crowd of soldiers, which results in a zigzag composit-
ion with a greater sense of depth. In more static compositions,
such as Helena shows Constantine the True Cross (Fig.4), the dif-
ference between the artists is equally obvious. While Rubens’s
version of the scene includes only a handful of characters,
Lefebure develops a composition packed with numerous
bystanders in both foreground and background.

The choices made by Lefebure are typical of sixteenth-century
tapestry design and were presumably inspired and shaped by his
familiarity with the sixteenth-century cartoons that he retouched
on behalf of the Brussels tapissiers and therefore had studied care-
fully. The building of the Lateran basilica (Fig.3) and The marriage of
Constantine’s half-sister Constantia and Licinius (Fig.5), for instance,
are reminiscent of The supper of Scipio and Massinissa (Fig.8), a
scene from Giulio Romano’s and Giovanni Francesco Penni’s
twenty-two-piece set of the Deeds and Triumphs of Scipio.67 The
first edition of the Scipio series was woven between 1532 and
1535, but the cartoons were re-used around the middle of the
seventeenth century in, for instance, the Van Leefdael, Van der
Strecken, Leyniers and Reydams workshops.68 The soldier on
the right side of Lefebure’sHelena shows Constantine the True Cross
(Fig.4), who seems to enter the composition in a somewhat
unfortunate, unbalanced way, is an allusion to Syphax, who is
seated on the right side of the table in The supper of Scipio and
Massinissa (Fig.8).

Obviously, Lefebure’s vocabulary can also be recognised in his
Inclinations series. But at the same time this set is characterised by
other stylistic features, suggesting that it was designed later than
The story of Constantine. Thus, the poses assumed by the charac-
ters in the Inclinations are considerably less mannered and their
proportions are more realistic. Moreover, in this series compo-
sitions are clearly less crowded and the action always take place
in the foreground. Lefebure’s Inclinations of Man is therefore more
closely related to Rubens’s tapestry designs, as well as those by

Jacob Jordaens. A planar composition such as found in Minerva
(Fig.1) compares favourably with a number of Jordaens’s simple
and static scenes from the Country life (c.1635), Proverbs (c.1645)
and Charlemagne (c.1650) series.69 Hence, Lefebure’s Constantine
may have been designed c.1635–40 and the Inclinations sometime
between 1640 and 1650, when the cartoons created by Jordaens
and his studio were particularly popular in Brussels.

A Brussels Dido and Aeneas series, created before 1652, can
probably also be attributed to Lefebure.70 The supper of Dido and
Aeneas (Fig.9) shows a composition reminiscent of The building of
the Lateran basilica (Fig.3), but especially The marriage of Constan-
tine’s half-sister Constantia and Licinius (Fig.5): a crowded scene in
the foreground is juxtaposed with a perception of depth created
by receding colonnades. The teeming groups of people on the

67 For this series and additional bibliography, see T.P. Campbell: ‘Italian Designs
in Brussels, 1530–35’, in idem et al.: exh. cat. Art and Magnificence. Tapestry in the Ren-
aissance, New York (Metropolitan Museum of Art) 2002, pp.341–49.
68 Forti Grazzini, op. cit. (note 29), I, pp.206–45.
69 Nelson, op. cit. (note 3), pp.29–36, 43–45, 85–117 and 133–43.
70 On 12th February 1652, Jasper van der Bruggen and Peter van den Berghe were
commissioned to produce an eight-part edition of a Dido and Aeneas series; ARAB,
NGB, vol.4430. A late set signed by Gerard Peemans and Marcus de Vos (1630–in or

after 1697) is kept in Spain (Patrimonio nacional, Madrid); Junquera de Vega and
Diaz Gallegos, op. cit. (note 62), pp.27–61 (series 47). However, the composition of
this set is particularly complex because it is a nineteenth-century amalgamation: apart
from Dido scenes, it also contains scenes from other series, including scenes from
Justus van Egmont’s Cleopatra and Caesar series (e.g. nos.5, 7, 9 and 10), scenes from
Charles Poerson’s Titus and Vespasianus series (e.g. nos.20 and 21) and one scene
from Lefebure’s Inclinations series (no.34). For the Cleopatra, Caesar and Titus and
Vespasianus series, see Brosens et al., op. cit. (note 56), pp.138–65 and 174–78.
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7. The defeat and death of Maxentius, by Peter Paul Rubens. Panel, 38.3 by 64.5 cm.
(Wallace Collection, London).

6. The defeat of Maxentius, by the workshop of Matthijs Roelandts after a design
by Lanceloot Lefebure. c.1650. Wool and silk, 359 by 478 cm. (Musée d’Art et
d’Histoire, Geneva).

MA.JUNE.Brosens.pg.proof.corrs:Layout 1  22/5/09  12:08  Page 365



first floor are almost identical in both scenes. The elongated char-
acters in far-fetched poses populating the Dido scene are very
similar to Lefebure’s characters. Dido’s pose and garment are
nearly identical in The marriage of Constantine’s half-sister Constan-
tia and Licinius.

In addition, a number of modified sixteenth-century cartoons
can be attributed to Lefebure. The story of Jacob has been doc-
umented,71 and possibly Lefebure was also involved in the adap-
tation of the Scipio series, given his familiarity with its visual
language. On the basis of style, the seventeenth-century version
of the sixteenth-century Story of Phaeton series can be ascribed to
Lefebure.72 The recycled Phaeton cartoons that were used c.1650
by various Brussels workshop managers indeed show how, in
the process of translation, certain characters acquired stylistic fea-
tures typical of Lefebure.73 The most striking characteristic is the
disconnection between the upper and the lower body by the use
of abundant, agitated drapery, as can be seen in Apollo tries to dis-
suade Phaeton from driving the sun chariot. Interestingly, the two
protagonists here are cited in a scene from a series depicting The
Arts, produced c.1650. The characters and the composition of
this last series, which to date has received very little attention,74

display stylistic features similar to Lefebure’s and could therefore
also be attributed to him.

However, attributions to Lefebure are made more difficult by
the stylistic similarity between his work and that of his contem-

porary Antoon Sallaert. In 1646 Sallaert was granted tax relief
by the Brussels city administration in recognition of his contri-
bution to the industry.75 In his application Sallaert stressed the
fact that he had introduced a new style in Brussels tapestry
design (‘eenen nieuwen stijl oft maniere’), making it unnecessary
for the workshop managers to employ artists from other towns.
Presumably, this passage can be understood as a protectionist
response to the presence of cartoons created by Jordaens and his
studio in Brussels. In 1645, some months before Sallaert filed his
application with the city administration, the Brussels tapissier
Boudewijn van Beveren had hung a cartoon of Jordaens’s
Proverbs in the church of St Catherine,76 which may have
bruised Sallaert’s ego. In his application Sallaert also estimated
that he had made more than twenty-four tapestry sets. He
probably also included adaptations of sixteenth-century
cartoons among these twenty-four sets. Consequently, both
Sallaert and Lefebure faced the same challenges and tried to
develop a similar mixture of traditional sixteenth-century and
innovative seventeenth-century styles blending one-dimen-
sional monumentality and three-dimensional depth. However,
Sallaert’s tapestry œuvre remains largely unexplored, which also
renders the study of Lefebure’s work more difficult.77 The
similarity between both designers can be illustrated by means
of Cupid: he who does not meddle with Amor does not get hurt by
his arrows (Fig.2), a cartoon from Lefebure’s Inclinations series

71 See note 56. See also J. Downs: ‘An Exhibition of Tapestries’, Bulletin of the
Pennsylvania Museum 22 (1927), p.3131, for a Jacob tapestry woven in the early
seventeenth century.
72 For the series, see M. Crick-Kuntziger: ‘Note sur une tenture inédite de l’Histoire
de Phaéton’, Revue belge d’Archéologie et d’Histoire de l’Art 20 (1951), pp.127–37.
73 An eight-part edition produced by Jan II Leyniers was included in J.P. Morgan’s
collection before it was sold to French & Company in 1932. This edition is now kept
at the Nelson-Atkins Museum of Art, Kansas City; see J.-P. Asselberghs: Les tapisseries
flamandes aux Etats-Unis d’Amérique, Brussels 1974, p.30. Photographs can be
consulted online via the Getty Database (images 0238701, 0238704, 0238705,
0238707, 0238709, 0238712, 0238713 and 0238715).
74 M. Díaz Pádron et al.: exh. cat. Renacimiento y Barroco. Coleccion Grupo Banco
Hispano Americano, Toledo (Museo de Santa Cruz) 1987, pp.94–103. See also H.

Göbel:Wandteppiche. 1: Die Niederlande, Leipzig 1923, II, fig.296.
75 SAB, RT, vol.1294, 15th December 1646.
76 SAB, RT, vol.1294, 14th July 1645. For the Proverb series, see Nelson, op. cit.
(note 3), pp.33–36 and 103–17.
77 For Sallaert, see C. d’Arschot: ‘Tableaux peu connus conservés en Brabant’,
Revue belge d’Archéologie et d’Histoire de l’Art 16 (1946), pp.115–26; M. Van der
Vennet: ‘Le peintre bruxellois Antoine Sallaert’, Bulletin des Musées royaux des Beaux-
Arts de Belgique 23–29 (1974–80), pp.171–98; idem: ‘Le peintre bruxellois Antoine
Sallaert. Un choix de gravures’, Bulletin des Musées royaux des Beaux-Arts de Belgique
30–33 (1981–84), pp.81–122; J. Van Tatenhove: ‘Enkele tekeningen en mono-
typieën van Anthonis Sallaert (c.1590–1650)’, Leids Kunsthistorisch Jaarboek 2 (1983),
pp.243–60; Michielssen, op. cit. (note 62), passim; and Delmarcel, op. cit. (note 8),
pp.240–41.
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8. The supper of Scipio and Massinissa, by the workshop of Gerard van der
Strecken after a design by Giulio Romano. c.1660. Wool and silk, 410 by 530
cm. (Palazzo del Quirinale, Rome).

9. The supper of Dido and Aeneas, by the workshop of Marcus de Vos after a design by
Lanceloot Lefebure. c.1650. Wool and silk, 422 by 633 cm. (Patrimonio nacional,
Madrid).
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whose composition is reminiscent of Theseus leaves Ariadne in
Sallaert’s Theseus series (Fig.10).78 Additionally, Lefebure’s
Cupid echoes Sallaert’s Cupid as depicted in The sufferings of
Cupid series. However, the representation of the characters
might enable us to distinguish Sallaert’s work from that of
Lefebure. Overall Sallaert’s figures are less monumental and
robust, and he pays more attention to the depiction of the land-
scape setting than does Lefebure. But future research on both
tapestry designers will always need to consider the possibility
that the painters collaborated. In 1643 Lanceloot Lefebure
became the godfather of Antoon Sallaert’s daughter Maria,
which clearly illustrates that at least at that time the artists were
friends rather than competitors.79

78 For the Theseus series, see P. Junquera de Vega: ‘Un pequeno patron de Antonio
Sallaert y su traduccion en tapices’, Artes Textiles 8 (1974), pp.114–22; M. Van der
Vennet: ‘Deux projets d’Antoine Sallaert pour une tenture de l’Histoire de Thésée’,
Bulletin des Musées royaux d’Art et d’Histoire 50 (1978), pp.253–58; and P. Junquera de
Vega: ‘La Historia de Teseo en dos series de tapices de la colleccion del Patrimonio
Nacional de España’, Artes Textiles 10 (1981), pp.169–78.
79 SAB, PR, vol.340, 1st October 1643.
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10. Theseus leaves Ariadne, by the workshop of Jan II Raes after a design by Antoon
Sallaert. c.1630. Wool and silk, 326 by 469 cm. (Patrimonio nacional, Madrid).

1 Catalogue: Baroque 1620–1800: Style in the Age of Magnificence. Edited by Michael
Snodin and Nigel Llewellyn, assisted by Joanna Norman. 372 pp. incl. 325 col. + 41

b. & w. ills., 2 maps and 4 plans. (V. & A. Publishing, London, 2009), £40 (HB).
ISBN 978–1–85177–558–3; £25 (PB). ISBN 978–1–85177–591–0.

The Baroque exhibition in London
by SIMON SWYNFEN JERVIS

IN HIS FOREWORD to the catalogue of Baroque 1620–1800:
Style in the Age of Magnificence (Victoria and Albert Museum,
London; to 19th July) the Director of the Museum, Mark Jones,
places the exhibition in a tradition encompassing Rococo: Art and
Design in Hogarth’s England (1984), which covered, at the outside,
some fifty years, from about 1720 to 1770.1 It is tempting to push
the clock further back to find a comparably ambitious theme
tackled in The Age of Neo-Classicism, a Council of Europe
exhibition held at both the Royal Academy of Arts in London
and the Victoria and Albert Museum in 1972. Its date-span was
not precisely delineated but John Pope-Hennessy’s catalogue
foreword indicated about 1750 to 1850, roughly a century. With
1,912 catalogue entriesNeo-Classicismwas on a gigantic scale, but
even the 532 entries of the 1984 Rococo exhibition dwarf Baroque,
with its mere 177 entries, almost exactly a third as many. Com-
parisons based on statistics make dismal reading, but these under-
line the magnitude and difficulty of the task which the organisers
had set themselves: their declared time-span was nearly two cen-
turies, and Baroque was to be presented as ‘the first global style’.

As seems increasingly common nowadays, a thematic
approach underlies the selection and arrangement of the objects
in Baroque and there is little discernible sense of chronological

progression or stylistic evolution. At the Victoria and Albert
Museum it is not surprising to find that the exhibition ‘rejects the
orthodox principle that the art of painting should be privileged
in historical accounts of visual culture’, but it has to be added that
the stated corollary that ‘equal importance must be given to
the applied and decorative arts’ does not lead to any very bal-
anced representation of some traditional strengths of the V. & A.,
textiles, ceramics and glass being notably thin on the ground,
while books and book bindings are virtually absent.

However, some very impressive loans have been secured. One
of the two great cabinets by Domenico Cucci at Alnwick Castle
is in London for the first time since the 1920s (cat. no.3; Fig.11).
Sole survivors of the cabinets of Versailles, the pair was delivered
in 1683 at a cost of 16,000 livres; it is plausible to attribute their
design to Charles LeBrun, although the catalogue is silent on this
aspect and does not note that Cucci also made the gilt-bronze
balustrade of the Escalier des Ambassadeurs at Versailles, costing
31,000 livres (no.137). Another star is a towering bed from the
National Museum in Stockholm (no.165), long believed to have
been presented to Count Bielke by Louis XIV in 1682, whereas
its materials are modest by Versailles standards. The catalogue
describes it as ‘in the style of Jean Berain’ and so, broadly, it is,
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