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One hundred and forty years ago, in his Les tapisseries bruxelloises—the
bible of Brussels tapestry studies—Alphonse Wauters paraphrased an
application for tax relief that Daniel Leyniers (1618–88) successfully
submitted to the Brussels city administration in 1644.1 The document
shows that the most important tapestry producers had supported Ley-
niers’s application as he was “the most effective and most experienced”
patroonschilder (cartoon painter/tapestry designer) in town. Though he
clearly had some renown in his time, art history has all but forgotten
Daniel Leyniers. As the 1644 application does not detail any of his sets,
tapestry scholars had no access point to the artist’s work, and no pieces
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have been definitively attributed to him. Meanwhile, the sets created by
Leyniers’s far more famous predecessors and contemporaries, including
baroque heavyweights Peter Paul Rubens and Jacob Jordaens, beckoned.
As a result, tapestry scholars have not paid attention to Daniel Leyniers.2

This, however, is not to say that he disappeared from memory com-
pletely. A genealogical study of the Leyniers family published in 1989
provides a wealth of biographical information on the artist.3 It also dem-
onstrates that the tapestry designer Daniel Leyniers can be identified
with the flower painter of the same name, who led a shadowy existence
in dictionaries of artists.4 In 2004 Leyniers finally resurfaced in tapestry
scholarship, albeit only in a short paragraph. In my 2004 study of Brus-
sels tapestry, I mentioned a contract recorded in 1672 suggesting that
Leyniers had created sets of the Story of Joseph, the Trojan War, and
the Story of Julius Caesar.5 This essay will attempt to identify the tapes-
tries of Joseph, Caesar, and Venus and Adonis based on the cartoons of
this obscure painter, thereby contributing to a more inclusive history
of Flemish baroque tapestry.

Daniel Leyniers belonged to a dynasty of tapestry entrepreneurs,
workshop managers, and directors of dye works, who played vital roles
in the Brussels tapestry industry in the sixteenth through eighteenth cen-
turies.6 Around the time Daniel Leyniers was exempted from taxation,
the family was omnipresent on the tapestry scene. Daniel’s uncles Gas-
pard (1576–1649) and Daniel (1587–1659) directed, respectively, a tap-
estry workshop and a dye works. His father, Gilles (1579–1666), was
also a tapestry producer and, at least according to one of his descen-
dants, a painter.7 As he was never enlisted as a master in the Brussels
guild of goldbeaters, painters, and stained-glass makers,8 Gilles Ley-
niers must have been a tapestry producer first and a painter second,
probably limiting his painterly activities to refurbishing and copying
tapestry cartoons. Since his son Daniel never enlisted as an apprentice
in the guild,9 he was probably trained by his father to do similar work.
However, Daniel Leyniers seems to have beenmore ambitious. In 1645,
one year after he had received the exemption from taxation, he regis-

Not So Splendiferous Brussels Baroque Tapestry 25



tered as a master painter in the Brussels guild. While he never trained
apprentices—or at least never registered them with the guild—he was
dean in 1653 and 1659.

Up until now, only a handful of flower paintings have been attributed
to Daniel Leyniers.10 The 1672 document I recovered, however, con-
firms the addition of three tapestry sets to his oeuvre. Recorded on Oc-
tober 22, it is a contract between Leyniers and Hieronymus Pauwels, a
tapestry producer about whom nothing is known. It mentions an un-
specified previous arrangement in which Leyniers had lent “some tap-
estry cartoons” to Pauwels, who had agreed to produce tapestries after
the cartoons and give Leyniers half of the profits they garnered. On
October 22, 1672, both parties slightly altered these conditions of their
partnership. Leyniers gifted the following cartoons to Pauwels: “Ten or
eleven cartoons depicting Joseph together with the cartoons of the
borders, and four cartoons depicting Paris and Venus also with the car-
toons of the borders,” as well as “Four out of nine cartoons depicting
Julius Caesar.”11 Any profits made on editions woven after the cartoons
would still be split equally between Pauwels and Leyniers. The con-
tract is characterized by a lack of precision in number (“a couple of
cartoons,” “ten or eleven”) and in the ambiguous theme of “Paris and
Venus.” In 2004 I assumed that the set depicted the story of Paris and
Helen, that is, the Trojan War. However, it is also possible that the sub-
ject was The Story of Venus and Adonis.

Though the contract does not explicitly identify Daniel Leyniers as
painter of the cartoons in his possession, it is logical to assume that he,
as their owner, had created them. It is also possible that some or all of
the cartoons were older and that Leyniers had had a hand in updating
them stylistically.12 Either way, the commercial appeal of the sets must
have been below par. Leyniers realized that neither Pauwels nor any of
his colleagues, for that matter, were interested in leasing let alone buy-
ing the cartoons. By first lending and then giving them to Pauwels and
by negotiating a share in any profits made on the sale of editions after
the cartoons, Leyniers seems to be making an almost desperate at-
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tempt to get a return on the materials and time invested in the crea-
tion or restoration of the cartoons.

The question arises whether we can identify any Joseph, Venus, or
Caesar tapestries produced by Hieronymus Pauwels (or other tapis-
siers) between about 1640 and 1680 after cartoons that can be attrib-
uted to Daniel Leyniers. This would involve a process of elimination,
as the cartoons would have to have been produced by a single artist
who cannot be identified with any other known patroonschilders. A tap-
estry depicting Joseph’s Brother Judah Standing Surety for Benjamin that
appeared on the London art market in 1978 provides a starting point.13

According to the sale catalog, the piece has the Brussels city mark and
a signature that reads I. E. PAUWELS. Stylistic features link this piece to
an edition of five Joseph tapestries that was on the art market in the
early twentieth century.14 None of these five tapestries has a mark
or signature. Their borders, which are similar yet not identical to that
of the tapestry sold in London, suggest that the pieces were woven
around 1660 in Brussels.

Taken together, the six Joseph tapestries show an unsteady and wa-
vering patroonschilder struggling with anatomical precision. Limbs and
hands are heavy and disjointed. The schematic folds of the garments
accentuate rather than mask the lack of expertise in rendering the hu-
man body. Some scenes, such as Joseph Interpreting Pharaoh’s Dreams,
clearly echo sixteenth-century mannerist aesthetics characterized by
sophisticated and somewhat crowded zigzag compositions with figures
represented in elongated poses and meaningful episodes placed in the
background (fig. 1). Other tapestries, such as Joseph’s Brother Judah
Standing Surety for Benjamin, have an august quality that is more in line
with—though still very different from—the overpowering monumen-
tality so typical of tapestry design in the 1620s to 1650s. The hybrid yet
essentially backward-looking nature of the series suggests that the art-
ist recycled older cartoons of a Joseph series. The set cannot be attrib-
uted to any of the usual suspects, that is, Rubens, Jordaens, Justus van
Egmont (1601–74), Antoon Sallaert (1594–1650), or Lanceloot Lefe-
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bure (ca. 1585–ca. 1650).15 This observation, together with the data in
the 1672 contract and the PAUWELS signature on one of the tapestries, al-
lows us to hypothesize that it was Daniel Leyniers who refurbished the
cartoons for the Joseph series.

It is also possible to identify the Caesar drawings in the recycled
sixteenth-century cartoons designed by Pieter Coecke van Aelst (1502–

Fig. 1. Unknown workshop after a cartoon by Daniel Leyniers, Joseph
Interpreting Pharaoh’s Dreams, ca. 1660. Wool and silk, dimensions unknown.
Present location unknown.
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50).16 An edition of the set, signed by Marcus de Vos who acquired
a handful of Caesar cartoons in 1675,17 shows compositions and figures
that are close to the sixteenth-century originals yet have “a distinctly Ba-
roque feel” (fig. 2).18 The somewhat clumsy depiction of hands, limbs,
and robes is highly reminiscent of the Joseph series.

Finally, two scenes depicting the Story of Venus and Adonis that were
woven between 1650 and 1660 can also be attributed to Daniel Ley-
niers on stylistic grounds. While Venus Discovers Adonis’ Body shows
a sparse landscape and psychological drama that is somewhat reminis-
cent of Justus van Egmont’s brutal baroque style, Venus Tries to Prevent
Adonis from Going off to Hunt has far more decorative qualities (fig. 3).19

Both compositions reveal Leyniers’s signature tune, that is, heavy limbs,
contrived torsos, and heavy, unnatural garments. Contrary to the Jo-
seph and Caesar sets, however, the Venus and Adonis series—or at least
the two compositions that are known today—could very well be orig-
inal compositions as the arrangement of the figures and their interplay
do not echo sixteenth-century forerunners.

When compared with sets designed by his predecessors and con-
temporaries, some of which were showcased at the 2007 exhibition
Tapestry in the Baroque: Threads of Splendor at the Metropolitan Mu-
seum of Art,20 it becomes clear why in 1672 Leyniers humbly bowed
his head. His attempts to revitalize old cartoons or to create new ones
lacked both conviction and force, and it seems safe to assume that
Leyniers was granted tax relief because of his family’s status in the in-
dustry and not because of his exceptional talent. This is not to say that
tapestry scholarship should exclude Leyniers’s work and that of other
baroque artists who were not quite so splendiferous. Insight into the
activities of the “B Team” is necessary to fully understand the dynam-
ics of the industry. In illustrating, rather than merely describing, the
artistic drought that hit the industry in the third quarter of the seven-
teenth century, this case study helps to explain the urgency with
which workshop managers in the 1650s to 1670s embraced entrepre-
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neurs like Charles de La Fontaine, Adrien Parent, and Jean Valdor as
they had access to foreign and far more fashionable tapestry cartoons.21

It also corroborates Michiel Sweerts’s 1656 assertion that the Brussels
tapestry industry was in dire need of his drawing academy.22

Fig. 2. Marcus de Vos after a cartoon by Daniel Leyniers, The Death of Pompey,
ca. 1675. Wool and silk, 335 � 320 cm. Powis Castle and Garden, Powys,
Wales. National Trust 1181080.2
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Fig. 3. Unknown workshop after a cartoon by Daniel Leyniers, Venus Tries to
Prevent Adonis from Going off to Hunt, ca. 1660. Wool and silk, 400 � 300 cm.
Ayuntamiento de Madrid, 98.403.
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