N° 40

JACQUES NEVE
Horloger d’Art
+ 32 (0)477 27 19 08 - jneve@horloger.net - wwwdnper.net

CHARLES-FRANCOIS ROSSIGNEUX
(Paris, 1818 — 1907)

EXCEPTIONAL CARVED WALNUT WALL CLOCK

Paris, circa 1870
H 147 cm (58"), W 102 cm (40"), D 26 cm (10")

Bibliography: Bulletin Bibliographique Gazette des Beaux Arts, 1873, 2
période, p. 564; Léon Deshair€harles Rossigneux, architectéécorateur

(1818-1907),Gazette des Beaux-Arts, 1908; Jules Guiffi€farles-Francois

Rossigneux, architecte et dessinateur (1818-196.. 1908; M. de Ribes-
Christofle, Notice nécrologique sur M. Ch. RossigneuxSociété

d’encouragement pour I'industrie nationale, Pdfstrait du Bulletin de Mars
1908.









L = : : -4

e T —

a1
(e




CHARLES-FRANCOIS ROSSIGNEUX (Paris, 1818 — 1907)

EXCEPTIONAL CARVED WALNUT WALL CLOCK
Circa 1870

Self-starting movement with horizontal balance whagtonomy eight days.

The clock dial in waxed and polished walnut, withtlgc-style Roman hour
chapters painted in white, chased gilt-brass hati@s;case, in the form of a
heraldic crest resting on a small gadrooned baseh&d with an acanthus leaf
motif; the whole entirely decorated with Neo-Repaitxce motifs loosely
inspired from Antiquity, flanked on either side two inverted winged-dragons
with reptile-like tails coiled around a chimera ma®n placed in the centre;
above, branches of laurel leaves and a horn-shapse filled with a
pomegranate bouquet surmount the clock.

H. 147 cm (58"), W. 102 cm (40"), D. 26 cm (10")

Impressive in scale, this clock case is a real teirforce of wood carving,
superimposing a proliferation of ornaments thant$enaturalistic plant forms
with an imaginary universe composed of hybrid arezd and a grotesque
mascaron. Graceful yet spirited, with outlandistd powerful accents, its design
recalls the decorative vocabulary of the archigext designer Charles-Francois
Rossigneux. This becomes evident when comparingjnés and motifs to a
certain number of his original drawings housedatMusée des Arts Décoratifs
in Paris, in which we see the same motifs: someginaay, like the open-
mouthed dragons, terrifying chimera mascarons aeddrm of the central crest
with emerging serpent-tails; some taken from pFkanins, like the clusters of
fruit sprays; others inspired from ornamental bodkistrations, with
compartments and arabesques, for which Rossignaaxwell-known.



It is precisely in Rossigneux’s hand-drawn illustras, depicting vignettes,
foliage scrolls, tailpieces and ornamental letgprbestined for fine-edition
publications, that we discovered the source ofiraipn for the present clock,
notably in the magnificent folio of the Gospele$ Saints Evangilgpublished
by Hachette in 1873 (fig.1-2-3): printed in two wpies, the set contains 128
large etchings after original drawings by Alexanddeda, and 290 steel
engravings featuring decorative titles, chaptedbetailpieces and initials by L.
Gaucherel after drawings by Ch. Rossigneux.

A prolific artist, Rossigneux also designed finetied bindings and contributed,
from 1860 to 1875, to the major decorating andifining projects in Paris. His
practice was to supply a highly finished drawingatsculptor, who, under his
direction and close supervision, created a fullescalief model that would then
be reproduced in wood or precious metal.

Fig. 1. Charles Rossigneu@pspel of St. Matthew, chapter 2ijned and datetiB68
Initials and ornaments fdres Evangilespublished by Hachette, 1873
Original drawing at Musée des arts décoratifs,Pari







Fig. 2. Charles Rossigneu®pspel of St. Luke, chaptersigned and datetiB869
Initials and ornaments fdres Evangilespublished by Hachette, 1873

Original drawing at Musée des arts décoratifs,ari
Donated by Hachette (French publishing company).



Fig. 3. Charles Rossigneu&pspel of St. Luke, chaptersigned and dateti372
Initials and ornaments fdres Evangilespublished by Hachette, 1873

Original drawing at Musée des arts décoratifs,ari
Donated by Hachette (French publishing company).



CHARLES-FRANCOIS ROSSIGNEUX
(Paris, 1818 — 1907)

Rossigneux began his career working for the Groekbinding firm, where he
was in charge of designing bindings, endeavourm@troduce new elements
inspired from nature. His early designs, notedhat 1844 Exposition des
produits de I'industrigFrench Industrial Exhibition) in Paris, enabledhito go
to Cairo, chosen to decorate the apartments ofAblkas’s palace, which the
viceroy of Egypt ‘Abbas Pasha had just finishedding. He spent three years
in the Orient, from 1848-1851, and became friendh te painters Alexandre
Bida and Maxime du Camp. While on mission in Egyyet,was able to develop
relationships with the most prominent furniture atecorative-arts firms in
France, which, upon his return, kept him occupieith wnportant construction
and decorating projects.

In 1855, Rossigneux was appointed architect anastass curator at the
Exposition universellWorld Fair) in Paris. In the same year he estabklil a
privileged working relationship with Christofle, mving a silver medal for a
silver cup made after his designs, and undertakimyoject for a centrepiece
with three winged infants for the Empress’ persatiaing table.
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As of 1860, he worked under the direction of thehdect Alfred Normand for
several years, decorating Prince Napoleon’s Porspde home (fig. 4), notably
designing lamps and large candelabra, as well @szbrwork for the Atrium
doors. While he was creating designs for silversdRgneux was asked, in 1862,
to take over as creative director of MM. Hache epiR-Lehalleur, the porcelain
manufacture located in Vierzon — a collaboratioat ttasted until 1870. His
influence was no less important at the Manufacti@® Gobelins, where for over
twenty years he acted as member of @@mmission de perfectionnement
(Committee for advancement).

Fig. 4. Prince Napoleon’s Pompeii-style home, aeelMontaigne, Paris.

In 1868, the critic Edmond About described him lede terms: ‘M. Charles
Rossigneux, an architect of all stripes, constrhcisies, decorates apartments,
designs furniture, sketches stained-glass windansd, has tableware, crystal,
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silverware and even Madame’s jewellery, made dfisrdesigns [...]* The
following pieces date from the most active periddhis career, lasting from
1860 to 1875: a Pompeii-style centrepiece for RriNapoleon (now lost), a
Neo-Grec tea service (exhibited in 1867), an eljemellery cabinet with inlay
and enamel work (1873), a complete silverware serwith the Nemean Lion
hide as its principal ornamental motif (exhibited1i875), a salon table with a
gold and silver-inlaid top for Mme de Paiv&étel particulieron the Champs-
Elysées, bronze work for M. Fouret's private mansiand marble vases with
bronze mounts and Louis XIV chandeliers for M. Aamd Templier. While
working simultaneously on these numerous piecessiBoeux also designed
fine jewellery for the goldsmiths Froment-Meurickesigned furniture for Count
Henkel von Donnersmark’s castle in the provinceé&ibdésia (1887); and lastly,
decorated the entire Hachette family®tel particulier where everything
including chandelierstorchéresand bronze mounts were executed after his
designs. The striking similarities between the enéslock and the designs for
the initials and tailpieces for the 1873 edition Lefs Evangilesleads us to
believe that the present clock, exceptional in evesspect, could have
originated from the prestigious Hachette decoragivgemble now lost.

Rossigneux, like Feuchere, Vechte and Klagmannongeld to the same
prestigious school, one that has earned a unicaee ph the decorative arts of
the nineteenth century. During an exhibition of &lgseux’s work at the
Pavillon de Marsan (formerly part of the Tuileri®alace), F. de Ribes-
Christofle liked to highlight the effects of his/l&, of which ‘the characteristic
lies in the harmony of his compositional varietye tcoherence of his design,
and, above all, in the distinctive elegance thas ke a hallmark?® A multi-
talented artist, Rossigneux can be counted, alatiy @onstant-Sevin and the
furniture designer Fourdinois (fig.5), as one ofe thmost prominent
representatives of the French decorative arts. s designs left his
workshop to guide the hands of sculptors and galtisnwho brought to life
splendid bindings, tapestries, jewellery, delicaggamic work, and furniture
made for the sole purpose of obtaining prestigmuzes at the World’s Fairs.

!‘Le Salon de 1868'Revue des Deux MonddsJune 1868, p. 744.
> M. de Ribes-Christoflelotice nécrologique sur M. Ch. RossigneBrciété d’encouragement pour l'industrie
nationale, Paris, Extrait du Bulletin de Mars, 19083.
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THE NEO-RENAISSANCE STYLE

The Neo-Renaissance style emerged about twenty ydtar the Neo-Gothic,

evolving slowly over the nineteenth century accogdio renewed awareness of
the Renaissance period, political ideologies andreal progress. Works of art,
ornaments, typology, techniques, materials, as a®lthe great figures of the
Renaissance became sources of inspiration fohallatts: painting, sculpture,
silver, jewellery, ceramics, glasswork, architeefdashion and literature.

Drawing on the dynastic legitimacy of Henri IV aRchncois |, the Renaissance
was celebrated as symbolic model under the FremstoRation, becoming the
underlying reference for a new national style untther July Monarchy. In the
second half of the nineteenth century, the styi&) & conglomeration of other
influences, remained dominant in the decorativeraasterpieces presented at
the World Fairs. Under the Second Empire and Thtepublic, the newly
wealthy gave the style’s ornamental profusion aelaf prominence in their
opulent interiors, and by the end of the centuyeitame commonplace in the
dining rooms of the bourgeoisie. The fashion forkdaood encouraged
cabinetmakers to work in walnut and solid oak.

From 1840 to 1880 Rossigneux’s artistic developniglidwed the evolution of
the decorative arts. When the artist first stadet there reigned an incoherent
form of eclecticism, which borrowed one or mordesysimultaneously from all
ages and all places. At the time, Léon Feuchdreveel he was contributing to
the renewal of the industrial arts, introducing uigainto the smallest details of
domestic life’, by imagining a residence where tak furniture and all the
objects were of a different style: ‘Louis XV and Zntine, Gothic and
Renaissance, Moorish and Chinese’. Later, thisciBclem became more
restrained; leading architects hesitated betweenstibriety of the Neo-Grec
style, championed by Hittorf and Labrouste, andtte other hand, the ornate
elegance of the Renaissance and the opulence a$ XAV, which inspired
architects like Visconti, Duban, Lefuel, and lateharles Garnier under the
Second Empire.
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Fig. 5. Henri-Auguste Fourdinois (1830-1907)
Cabinet a deux corps
Victoria and Albert Museum, London.
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