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 A PERUVIAN TAPESTRY

 BY A. F. KENDRICK

 HE history of post - conquest
 Peruvian craftsmanship is in danger
 of falling between the two stools of
 ethnography and art. It is true
 that Mr. Joyce, with the indispens-

 able support of Mr. Louis Clarke, made a
 tentative incursion beyond the conventional
 boundary-line so long ago as 1913, but much
 else has happened since then, and no further
 steps were taken. In truth, it is time that the
 barrier between these two departments of
 activity, already strained at so many points,
 were removed altogether as an encumbrance.

 The nature of the incident of 1913 was this.
 Mr. Louis Clarke (then, as always, a good friend
 of the national collections) had recently acquired
 a tapestry in Cuzco, and had given it to the
 Ethnographical Department of the British
 Museum. It had a shield of arms in the middle,
 on a field covered with animals and birds amid

 trees and flowering stems. Mermaids playing
 on harps and guitars were superimposed upon
 these motives in a formal sequence. The main
 border contained repetitions of a group con-
 sisting of a dignitary with his lady and attend-
 ants. In the inner border were masks, floral
 stems and men with guns aiming at birds. The
 shape, size (8 ft. by 7 ft. I in.), and the dis-
 position of the ornament leaves little room for
 doubt that the tapestry was intended for use as
 a table-cover. The colour was as distinctive as

 the design. The ground was red, with purple
 middle border and white centre containing the
 arms. The pattern was in three blues, red,
 purple, chocolate colour, green, two yellows,
 white and black.

 Mr. Joyce, with the expert help of the donor
 and Mr. Van de Put, wrote an article for THE
 BURLINGTON MAGAZINE' maintaining that the
 type of tapestry work, the dyes used, the design
 of the main border and much of the ornament

 belonged to the old art of Peru. The arms,
 though the individual to whom they referred
 could not be identified, were shown to be
 Spanish (probably Guipuzcoan or Biscayan).
 The rest of the design, where not Peruvian, was
 borrowed from Spain.

 There was no need to dwell upon the ante-
 cedents on the Peruvian side. Excavations had

 yielded an abundance of textile-material, which
 had been classified and placed in chronological
 sequence from times before the beginning of the
 Christian era down to the Spanish conquest in
 the year 1533. Coastal and highland types had
 been identified. Elements from both sources
 were found in Mnr. Clarke's cover.

 It is the task of the present article to demon-
 strate that a small group of tapestry-weavings
 showing obvious relationship to one another
 must also be associated with this table-cover;
 and, in fact, that the tapestries in question are
 all Peruvian. They have generally passed as Indo-
 Portuguese; but a Coptic, or even a German,
 origin, has been suggested here and there for
 incomplete examples. It is obvious that they all
 had the same origin; the only task before us is
 to show that they and Mr. Clarke's cover were
 woven in the same locality. The principal link
 is provided by the specimen illustrated on
 PLATE I. The fact that the reproduction is in
 colour will be a great help as we proceed; but
 first it is necessary to examine the pattern. The
 Oriental element is obvious. In fact the
 mythical lion of Chinese art at the top and
 bottom of the panel can be identified beyond
 dispute. It is this Chinese element which has
 hitherto sanctioned the attribution Indo-Portu-
 guese. The term, where used with discrimina-
 tion, is not unsuitable. It is true that Chinese
 craftsmen had a large share in such work, but
 the word " Indies " had a far-reaching geo-
 graphical application. In fact the whole Asiatic
 continent was sometimes called India by
 mediaeval writers, and the term India maxima
 was applied vaguely to a region including
 Southern China, just as India tertia went down
 the African coast as far as Zanzibar. Indo-
 Portuguese is therefore as good a term as any
 for the hybrid art which grew up in the further
 East in consequence of the intercourse with the
 first European sea-traders. But it cannot
 properly be applied to the art of South America,
 though we shall now have to admit that South
 America, too, had its chinoiserie. The Spaniards
 were, of course, the intermediaries. The
 " Spanish main " was their regular route of
 approach to the Far East, taking America and
 the Philippines on the way. South America
 was the half-way house, and it borrowed Spanish
 elements from the one side and Chinese from
 the other.

 There is a suggestion of Chinese influence in
 the great bird in the centre, as well as in some
 of the large flowers (peonies?) and in various
 details of the design. Spain contributes the
 crowned lions, to right and left in the middle,
 the unicorn near the top, and the two mermaids
 (one red-skinned and the other white) with their
 guitars or lutes. The mermaids serve as weighty
 evidence linking the panel with Mr. Clarke's.
 They clinch the argument, but they are not
 essential to it. So far as the pattern is con-
 cerned, we see in each case the little furtive x Vol. XXIII (June, 1913), p. 146.
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 Tapestry Panel. Peruvian, 17th Century. 1.73 m. by 0 o.89 m.
 (Victoria and Albert Museum)

 Plate I. A Peruvian Tapestry
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 animals, the birds with outspread wings, and the
 characteristic disconnected treatment of the

 foliage. The texture in each instance is similar
 -a closely-woven tapestry on fine cotton warps.
 The colour-scheme is practically identical, the
 crimson ground, the outlining of the contours
 (often in white), the little flecks and veinings
 and mottlings introduced to give diversity to the
 colouring, and the peculiar tones of purple which
 are believed to have been derived from a shell-
 fish of the American seas.

 Another panel, in M. K616lkian's collection,
 carries the matter a step further. In many
 respects it almost duplicates the South Kensing-
 ton panel. It has the Chinese lions, the Spanish
 crowned lions, the unicorn, the collared dogs,
 the birds swiftly moving forwards arrow-like,
 and many of the same floral motives. The mer-
 maids are not there, but in addition it has a
 pelican in her piety and a Chinese animal resem-
 bling the lion with hoofs instead of claws
 -the lung ma or dragon-horse. The texture
 and colours are practically the same.2

 These are the chief examples of the group.
 There are a few other pieces which have come
 to notice from time to time; to save repetition
 it may be mentioned that all are similar in
 texture and colours, and all have the crimson
 ground. Besides M. Ktlkian's, another was
 shown at the great exhibition at Munich in 1910.
 It belongs to the North-Bohemian Museum at
 Reichenberg. The pattern is more formal, and
 it betrays a manufactory settling down to
 routine. The middle is filled with alternating
 repetitions of two border-patterns running hori-
 zontally. Both consist of white interlacing
 foliated stems-in one row issuing from a mask
 and in the other from a central blossom. Each
 is relieved with animals and birds, in some cases
 attacked by huntsmen with spears. There is a
 triple border of interlaced ornament similar to
 the middle pattern." Several features recall Mr.
 Louis Clarke's cover, and its association with
 the group is obvious. Like M. K616kian's, it is
 described in the Munich catalogue as Indo-
 Portuguese, but with the parenthetic note, in
 this instance, "also claimed to be South
 American."

 Three years ago Mr. Louis Clarke came across
 a small panel and gave it to the Victoria and

 Albert Museum [PLATE II, A]. Besides the usual
 animals, birds and floral motives, it has the
 insignia of an archbishop-the tasselled hat,
 mitre, biretta, double cross, pastoral staff and
 glove. At top and bottom there is a triple
 formal border. It may have been used to cover
 the back of a stall in a church, perhaps in Peru.

 A few months before this gift was received,
 Sir William Lawrence had given a band from a
 larger panel with white floral stems uniting to
 support female demi-figures and enclosing
 monkeys and birds. [PLATE II, B]. Monkeys
 are also to be seen on Mr. Clarke's table-cover.

 A few other examples may be referred to
 briefly. M. Kt61kian has a second piece' with
 a floral ornament showing a bias in the direction
 of Spanish art. This piece recalls another, given
 by Madame Errera to the Brussels Museum,
 with a pattern of large blossoms, floral stems
 and tiny animals and birds, and a border simu-
 lating a lace band with scallops turned inwards.5

 Three others which have appeared on the
 market during recent years deserve a reference,
 as they may already have found a place in public
 collections. One, with a floral pattern, was in
 a dealer's collection in Paris a couple of years
 ago. Another, showing The Temptation in the
 Garden of Eden, was on sale in London some
 time previously. The last was sold by auction
 at the American Art Galleries in New York in

 1924.6 It had in the middle a shield of arms,
 recognized by Mr. Van de Put as Spanish-
 though particulars are not available for closer
 identification. Around were baskets of flowers,
 animals and birds. There were four floral
 borders and an outer border simulating a van-
 dyked lace edging with the points turned
 inwards.

 Rich tones of violet and purple are a notice-
 able feature of the group. Statements as to the
 nature of the threads used differ, but it is
 probable that the warps are always of cotton,
 and that fine wool is the chief constituent of the
 weft, with silk and gold thread added in some
 instances.

 The chronology of these stuffs is not an easy
 problem. While it is unlikely that any (possibly
 with one or two exceptions) can be earlier than
 the seventeenth century, it is probable that all
 those above mentioned are earlier than the

 eighteenth.
 2 It measures 1.70 m. by i.6o m. Illustrated (in colours) in

 G. Migeon, Collection Kd1lkian, Pl. 14; also in Munich,
 Meisterwerke Muhammedanischer Kunst, Pl. 223.

 3 Munich, Meisterwerke, PI. 224. Size, 2.15 m. by .9go m.

 4 G. Migeon, Collection Kdldkian, Pl. 68.
 5 I. Errera, Catalogue d'Etoffes, Brussels, 1907, No. 362.
 s Benguiat sale, April io, 1924, lot 633. Size, 7 ft. 7 in.

 square.
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