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Foreword

he word “tapestry” brings to most people’s minds a

vision of great stone walls covered with fantastic
scenes in glorious color. For the first centuries of the
widespread use of tapestry hangings in Europe, the vi-
sion tells the truth, though the word, in its strictest
sense, as so ably elucidated in this book, refers to a basic
weave discovered and used in many parts of the world.
Nowhere, however, has this fairly simple technique pro-
duced such spectacular works of art as in the southern
Netherlands from the late fourteenth to the early six-
teenth century. As church and cathedral walls became
more and more glass-filled, huge translucent colored
spaces, so the rooms of town houses and castles of great
princes became alive with stories of heroes and saints,
legends of Troy and histories from the Bible.

The Metropolitan Museum, thanks to generous do-
nors and farsighted curators, has acquired a substan-
tial number of these rare treasures. One introductory
section of this catalogue gives a vivid account of how
tapestries were used, continually traveling with their
possessors, sometimes hung in the street for a festival or
procession; later owners cut them up or stored them in
attics or barns. Only a tiny fraction of what once existed
has come down to us. The tourist must go to Angers to
see an impressive range of late fourteenth-century tap-
estry, or he can come to The Cloisters in New York to
enjoy the only slightly later Five Worthies. Fifteenth-
century tapestries are still rare, but this book bears
witness to the fact that the Metropolitan Museum has
splendid examples. It is only from the end of the century
and from the first few decades of the next that substan-
tial numbers of tapestries have survived and can be
found in modern collections, most conspicuously in the
Spanish Patrimonio Nacional and in Wawel Castle in
Cracow. Among these too, however, the Metropolitan

Museum can offer its jewels, such as the second most
famous unicorn tapestries in the world—first place, of
course, going to those in the Musée de Cluny in Paris.

The art of the late Middle Ages has an immediate
appeal in its richness of detail, its wealth of color and
brilliance, and what is sometimes, to modern eyes, its
charming naiveté. To study and explain it, on the other
hand, requires awesome learning and long experience.
The Metropolitan Museum has been fortunate in ob-
taining Adolfo S. Cavallo to make this catalogue of its
medieval tapestries. He is the author of a number of
tapestry catalogues, including that of the important col-
lection of the Museum of Fine Arts, Boston. He is also a
costume specialist, a field of knowledge particularly
valuable in dating early tapestries; many entries here
reflect this expertise. He has read every pertinent book
and article and consulted specialists in many fields, but,
more importantly, he has looked at every square inch of
the tapestries represented in the sixty-four catalogue
entries. Tapestries deserve to be treated as works of art,
as if they were, say, old master drawings, and Mr. Cavallo
has so treated them. The book, however, is far more than
a conventional item-by-item catalogue. The introduc-
tory essays on the character, the stylistic development,
and the weaving of tapestries in Europe during the late
Middle Ages are, in effect, the most up-to-date history
and historiography of tapestry in print and amount to a
substantial contribution to the history of art.

We are also indebted to Margaret Aspinwall, who
edited this catalogue and the catalogue of Renaissance
and later tapestries in the Metropolitan Museum, and to
The Andrew W. Mellon Foundation, The Mary C. Fos-
burgh Endowment Fund, and the National Foundation
for the Arts for their generous financial support of this
study and its publication.

Philippe de Montebello
Director
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Preface

he convenient term “medieval” applies only in a

limited way to tapestries that have survived from
the years before 1525. Except for a handful of pieces
dating from the eleventh to the thirteenth centuries, all
so-called medieval tapestries represent the art as it was
practiced in Europe in the late Middle Ages, from about
1350 to 1525.

Itis as difficult to single out the moment when “medi-
eval” becomes “Renaissance” in this art as it is in the
other arts. It has been said that the new tapestry style
superseded the old in the southern Netherlands about
1520, when the Brussels entrepreneur Pieter van Aelst
produced the Acts of the Apostles tapestries after Italian
Renaissance cartoons by Raphael. However, Nether-
landish tapestries that were woven in the two preceding
decades already show some of the form and much of the
ornament characteristic of Italian Renaissance art.
The same pieces also show a painterly but entirely
Netherlandish tapestry style that had developed in the
late fifteenth and early sixteenth centuries. Neither the
Acts of the Apostles cartoons nor any other single set of
exotic tapestry designs could divert so strong a native
current. When a fully pictorial high Renaissance Ne-
therlandish tapestry style did assert itself about 15301in
tapestries woven after designs by Bernaert van Orley or
his shop, like the Hunts of Maximilian, it slid smoothly
into place: certainly novel and Italianate, it was no more

nor less than another development in an indigenous
tapestry style that had been evolving for at least two
centuries.

Lamenting the passing of what he clearly viewed as a
tapestry style that was particularly well suited to the
medium, Louis de Farcy wrote in 1897, concerning the
introduction of the Renaissance style into the art of
tapestry in the early sixteenth century:

La tapisserie n’est plus la décoration rationelle
d’une surface plane, comme l'étaient jadis les
peintures murales et les verriéres; elle devient
tableau. A dater de cette epoque, il n’y a plus d’art
particulier a la tapisserie; on copie des tableaux,
absolument comme on I’a fait dans les vitraux. Est-
ce un progrés? Assurément non, au point de vue
décoratif qui doit ici primer tout le reste (Louis de
Farcy, Histoire et description des tapisseries de
I'église cathédrale d’Angers [Angers, 1897] p. 72).

(Tapestry is no longer the logical decoration of a flat
surface, as wall painting and stained glass used to
be; it becomes a picture. From this time forward
there is no longer a style peculiar to tapestry;
people copy pictures, exactly as they did in stained
glass windows. Is this progress? Certainly not from
the standpoint of decoration, which in this case
should override every other consideration.)

II






History of the Collection

Ithough The Metropolitan Museum of Art had
been collecting works of art since its foundation in
1870, it was only after 1904, when J. Pierpont Morgan,
who collected tapestries as well as other artifacts, was
named president of the Museum, that the first medieval
tapestry entered the collection. We have to assume that
in earlier years no staff member or trustee was moti-
vated to make such an acquisition. However the trust-
ees were examining their ideas about the collections,
and change was in the wind. In their annual report for
1905 they stated as their purpose “not merely to assem-
ble beautiful objects and display them harmoniously,
still less to amass a collection of unrelated curios, but to
group together the masterpieces of different countries
and times in such relation and sequence as to illustrate
the history of art in the broadest sense, to make plain its
teaching and to inspire and direct its national develop-
ment.” This enlightened and liberal policy may have
inspired Mr. Morgan to bring into the Museum artifacts
that would broaden the scope of the holdings. He inau-
gurated the medieval tapestry collection with a gift
whose brilliance the staff would find hard to emulate in
the future. In February 1907, while visiting the New
York gallery of the Paris dealer M. Bacri, Mr. Morgan saw
five large and handsome fragments of a huge mid-
fifteenth-century south Netherlandish tapestry of the
Story of the Seven Sacraments and Their Prefigurations
in the Old Testament (7a-€), bought them, and had them
shipped directly to the Museum as his gift. In atypical
fashion, this collector of collections bought on this occa-
sion just a few fragments of a single work of art. It is
obvious that he had appreciated the quality of what he
had seen at Bacri’s. The passing years have proved his
intuition correct. Only a few other fragments of this
tapestry have come to light since 1907, and all of them
depend for their context on the five pieces in the Metro-
politan Museum. The surviving fragments have stimu-
lated three generations of scholars to ponder over them,
trying to date them and associate them with certain
historical figures. Only recently have we found that
the historical importance of the original tapestry is
different, though greater, than what had been supposed:
it once belonged to Isabel 1a Catélica, who bequeathed it
to the royal chapel that she and Fernando caused to be

built in the cathedral of Granada early in the sixteenth
century. Curiously enough, Mr. Morgan, who gave Re-
naissance and baroque tapestries to the Metropolitan
Museum later, never repeated his gesture toward the
collection of medieval pieces. However the Museum
eventually acquired two medieval tapestries that he had
owned, the Apostles’ Creed (53) and the Crucifixion (54).

Mr. Morgan'’s gift of the Seven Sacraments fragments
encouraged the Museum to acquire more fine medieval
tapestries. In 1909 it used the Rogers Fund to buy four
more fifteenth-century hangings. Three of them are
large fragments from a set of tapestries showing courtly
figures in a rose garden (8a-c). The fourth piece shows
episodes in the Story of the Vengeance of Our Lord (10).
In 1916 the Museum bought Mr. Morgan’s Crucifixion
(s4) with the Francis L. Leland Fund and a gift from
Mitchell Samuels. Woven in southern Germany about
1325-50, it was and still is the earliest European tapes-
try in the Museum and one of the earliest to have sur-
vived anywhere in the world.

Although the collection was not yet a large one, every
piece in it was handsome and important; and so gen-
erous donors were inspired to help it grow. The Infant
Christ Pressing the Wine of the Eucharist {22) and the
Scenes from the Life of the Virgin (18} came to the
Museum in 1913 in the bequest of Benjamin Altman.
The Adoration of the Magi (21) entered the collection in
1915 in the bequest of Lillian Stokes Gillespie. In 1917
the Fall and Redemption of Man (15} came as the be-
quest of Oliver H. Payne.

Naturally a collection containing examples of such
importance would continue to attract donors. In 1921
the Scenes from the Passion of Christ (44}, rich with gilt
and silver yarns, came in the bequest of Michael Drei-
cer; and in 1925 Dr. Ernest G. Stillman gave the Corona-
tion of the Virgin and Related Subjects (28), woven
about 1500-1515, and the somewhat later Moses and
Aaron before Pharaoh (47). The next medieval tapestries
were acquired in 1931, when the majestic King Arthur
(2a) from the Nine Worthies series was bought through
the Munsey Fund, and the Arcades with Riders in Fan-
tastic Thickets (soa, b) came to the Museum in the
bequest of Michael Friedsam.

After 1934, when James J. Rorimer was appointed
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curator of a newly established Department of Medieval
Art, the collection grew rapidly. Rorimer had a special
gift for appreciating and acquiring tapestries and for
inspiring colleagues and donors to support him in his
role as champion of this small but choice collection. He
made his first purchase in 1935, acquiring the Shield of
Arms and Wreath on an Arabesque of Thistle Branches
(26) through the Rogers Fund. In the same year, Mrs.
Daniel Guggenheim gave four handsome sixteenth-
century hangings of the Story of Hercules (48a-d), in
memory of her husband.

As Rorimer worked on plans for The Cloisters with
John D. Rockefeller, Jr, he dreamed of having in that
magical building in Fort Tryon Park the six exquisite
Hunt of the Unicorn tapestries (20a-f) that hung in the
Rockefeller house in New York. Mr. Rockefeller agreed
that the tapestries belonged in The Cloisters and gave
not only them but also two related fragments (20g, h)
that were still in the hands of the La Rochefoucauld
family who had owned the six other tapestries. All eight
pieces were hanging in The Cloisters when the building
opened in 1938. That same year Rorimer bought for The
Cloisters Collection two tapestries representing the
great Story of the Redemption of Man series (29a, b),
pieces which had been for centuries in the cathedral of
Burgos. In 1939 he acquired, through the Fletcher Fund,
a large fragment of tapestry showing Andromache and
Hector urging Priam not to go to war (13c), one of the
subjects in the Story of the Trojan War series. In later
years Rorimer acquired two more pieces representing
the same composition in that cycle {133, b), which has
become one of the most celebrated and avidly studied
series of tapestries that we have from the last third of the
fifteenth century.

During Rorimer’s first ten years as curator, another
twenty-six tapestries entered the collection, all of them
either gifts or bequests from George Blumenthal, Mr.
and Mrs. Frederic B. Pratt, George D. Pratt, Harriet
Barnes Pratt, Mrs. Van Santvoord Merle-Smith, and
Helen Hay Whitney. Among these pieces are some of the
most handsome and important ones in the collection,
including two showing courtly falconers against pink
millefleurs grounds (3b, 4), the earlier Annunciation (s)
of two in this collection, some hunting and country-life
pieces (25a-f, 34, 37, 40, and 49a-d), an altar hanging of
the Lamentation (17), and two tapestries from a series
inspired by Petrarch’s I Trionfi (33a, b).

So in less than forty years the collection had grown
from nothing to a presence to be reckoned with. The in-
ternational importance of this small but choice group of
medieval tapestries, together with the fact that Rorimer
was an energetic collector, attracted more gifts to the
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Museum and inspired more purchases. In 1946 Frank Jay
Gould gave two fifteenth-century pieces, the dramatic
Judith Taking Holofernes’ Head (9) and the Falcon’s
Bath (3a) which, because it shows in reverse the same
composition as the piece given earlier by Mr. and Mrs.
Frederic B. Pratt {3b), was desirable both for its historical
importance and its lyrical charm. About the same time,
Rorimer showed a particular interest in tapestry weav-
ing of the second half of the fourteenth century, a period
from which only a few tapestries other than the Apoc-
alypse of Angers have survived. In 1946 he bought a
fragment of mid- to late-fourteenth-century tapestry
that had been designed to cover the walls or furniture of
aroom (1). It shows a decorative arrangement of heraldic
elements referring to the Beaufort, Turenne, and Com-
minges families of France. Just a year later Rorimer
embarked on a project that he must have had in mind for
some time, one involving the reconstruction of most of a
set of Nine Worthies tapestries that he believed could be
dated in the late fourteenth century. He already had in
his care the King Arthur fragment (2a) that was bought
in 1932 and thought to have come from a lost set of Nine
Worthies hangings. In 1936 he discovered more Nine
Worthies fragments in the art market and realized not
only that they belonged with the King Arthur piece but
also that they comprised a good part of the missing Nine
Worthies set. So he moved quickly. Between 1947 and
1949, Rorimer, with Mr. Rockefeller’s encouragement,
methodically gathered about a hundred other fragments
from this set from three different sources. Mr. Rocke-
feller gave most of them, and one came as a gift from
George A. Douglass. After a short time, during which
the fragments were renovated and reassembled, Rorimer
could exhibit four large and two small hangings at The
Cloisters, thus miraculously reviving more than half of
the original set.

In 1949, immediately after unveiling the Five
Worthies with Attendant Figures (2a-i), the Museum
announced a major gift as part of The Jules Bache Collec-
tion. It was the Resurrection (45), a splendid example of
early sixteenth-century Netherlandish tapestry weav-
ing. The next year two large fragments of tapestry repre-
senting the same period and place, but totally different
in character, came in the bequest of Mary Stillman
Harkness. They show episodes from the story of the
Hunt of the Frail Stag (32a, b). They were to be joined
fifteen years later by five tapestry fragments bequeathed
by Adele L. Lehman, in memory of Arthur Lehman, that
represent the same allegorical tale of man’s perilous
journey through life (24a-€}.

Meanwhile, the collection of German and Swiss tap-
estries was growing. In 1948 Richard C. Hunt gave an



altar hanging with Scenes from the Life of the Virgin
(62), dated 1538, in memory of his grandfather. Three
years later, Mrs. Leo S. Bing gave a later sixteenth-
century German antependium showing the Madonna
with Eight Saints (64). In 1953 Rorimer bought a third
German sixteenth-century altar hanging, Esther Plead-
ing before Ahasuerus (63), for The Cloisters Collection.

Records for the decade of the 19508 show that
Rorimer, who by this time was certainly the most im-
posing single acquisitor of medieval tapestries in the
country if not the world, cast his net far and wide in an
attempt to round out the collection. He also tapped his
own talent for creative collecting by enhancing the im-
portance of pieces that were already in the Museum, as
he had done for the King Arthur. In 1939 he had bought
with the Fletcher Fund a piece of tapestry showing the
right quarter of the sixth composition in the Story of the
Trojan War series (13c). In 1952, again with the Fletcher
Fund, he bought a larger fragment representing slightly
less than the left half of the same composition (13a) and
in 1955, for The Cloisters Collection, a small fragment
from a different tapestry woven after the same cartoon
(13b). Meanwhile, Rorimer was thinking about a hang-
ing that George Blumenthal had given in 1941 {27¢) and
that Rorimer knew was incomplete at the left end. In
1953 he found and acquired for The Cloisters two other
incomplete hangings (27a, b) because he believed that
they had originally formed, with the Blumenthal piece,
one exceptionally long, late fifteenth-century tapestry.
Having reconstructed the hanging, Rorimer named it
the Glorification of Charles VIII and unveiled itin 1954.
Many years later we discovered that, while Rorimer was
right to rejoin the edges of these three fragmentary
tapestries and thereby reconstitute a hanging that had
been disassembled (the central section of 27a-c, which
we have entitled Christ the Judge on the Throne of
Majesty), the composite piece he re-created was itself a
concoction that had been made up at some time in the
past from parts of three separate tapestries.

During the next decade or so Rorimer strove to diver-
sify the holdings by buying for The Cloisters Collection
the mid-fifteenth-century Honor Making a Chaplet of
Roses (6), the Armorial Bearings and Badges of John,
Lord Dynham (16) which can be dated on internal evi-
dence between 1488 and 1501, and the exquisite Resur-
rected Christ Appearing to Mary Magdalen in the

Garden (30), which dates from the first quarter of the
sixteenth century. Meanwhile a number of important
gifts and bequests came in. Among them was the impos-
ing yet charming Apostles’ Creed (53) given by The
Hearst Foundation, Inc., and a small but choice group
of fifteenth- and sixteenth-century tapestries with
country-life, Christian, or mythological subjects that
were either given by Mrs. Mellon Bruce (38, or be-
queathed by Charles E Iklé (56) or Adele L. Lehman in
memory of Arthur Lehman {23, 24a-€, 31, 39, 46). Two
mid-sixteenth-century Thickets with Large Leaves,
Flowers, Animals, and Architectural Enframements
{s2a, b) were a posthumous gift from Rorimer, made by
his widow, Katherine S. Rorimer.

The collection grew less rapidly after Rorimer’s death
in 1966; but his colleagues and successors in the Depart-
ment of Medieval Art and The Cloisters—chiefly
Florens Deuchler, William Forsyth, Carmen Goémez-
Moreno, Thomas Hoving, Timothy Husband, and Wil-
liam Wixom—continued to make important acquisi-
tions. During this period the Museum received two
early sixteenth-century country-life millefleurs tapes-
tries: the Shepherd and Shepherdess Making Music (35),
which came in the bequest of Susan Vanderpoel Clark in
1967, and the Falconer with Two Ladies, a Page, and a
Foot Soldier {36) in the bequest of Harriet H. Jonas in
1974. The Cloisters Collection fared particularly well in
this period. In 1971 the staff bought an Annunciation
(11) that was woven in the third quarter of the fifteenth
century in the southern Netherlands, a piece of the
greatest historical interest, and also the Two Riddles of
the Queen of Sheba (59), a prime example of somewhat
later Upper Rhineland weaving. Another piece from the
same region and period, part of one of the celebrated
weavings inspired by the poem Der Busant (58), entered
the collection in 1985 as the gift of the Honorable Mur-
togh D. Guinness. In 1990 the staff bought another im-
portant Rhenish piece for The Cloisters Collection. This
one, a Fantastic Beast (55), represents early fifteenth-
century tapestry weaving in the Basel region.

Injust eighty-odd years the staff, trustees, and patrons
of the Metropolitan Museum have succeeded in build-
ing a collection of medieval tapestries which, in terms of
variety, quality, and range of geographical and chrono-
logical representation, rivals that of any other public
institution. It is an impressive record.
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The Fabric, Weaving Procedure,

and Yarns

I n this catalogue the word tapestry is used to signify a
particular kind of textile produced for a particular
purpose. In general usage the word may refer to any
material used for covering walls or furniture. In most
European languages its equivalent term can refer to
paper or leather as well as to any woven, embroidered,
printed, or painted textile. It is in effect a synonym for
upholstery. In Great Britain tapestry is used to refer to
tent-stitch embroidery. However, among textile histo-
rians tapestry refers only to a particular fabric woven in
a particular way. Although the term may properly be
applied to tapestry-woven fabrics used for dress or dress
accessories, in this catalogue it is used only in refer-
ence to tapestry-woven fabrics meant to cover walls or
furniture.

THE FABRIC

Tapestry weave is extremely simple. It requires only one
warp system and one weft system. Except for rare varia-
tions of tapestry weave, like the twill tapestry used in
Indian and Persian shawls and other garment fabrics,

Fig. 1. Model of the structure of tabby weave. The warp yarns
run vertically. The weft yarn intersects the warp at right an-
gles, passing behind one warp yarn, in front of the next, behind
the next, and so on in each row.

tapestry weave is akin to simple cloth or tabby weave
(bed sheeting, for example). Like that weave, tapestry
uses a single set of fixed yarns {the warp) parallel to the
length of the fabric. The other system of yarns, which is
not fixed (the weft), intersects the warp at right angles
and interweaves with it. In ordinary tabby weave, each
line of weft yarn that traverses the width of the fabric
from one edge (the selvage) to the other passes alter-
nately in front of, then behind, every successive warp
yarn. It then returns, passing behind the warp yarns it
had passed in front of on the previous run and in front of
the ones it had passed behind (fig. 1).

Tapestry differs from tabby weave in two basic ways.
First, in tapestry the weft yarns do not usually pass
completely across the warp. Each line of weft is made up
of any number of colored yarns that engage the warp
only in those places where each weft color is required in
the pattern. Second, the weft yarns are usually finer than
the warp yarns and they are packed close together. They
cover the warp completely. In a finished tapestry, the
warp is perceived indirectly, as a series of ribs or ridges
lying under the colored wefts (fig. 2).

.

1
e -
i

W
fitl

t
i

1l

Fig. 2. Model of the structure of tapestry weave. The warp
yarns run vertically, the weft yarn horizontally. The weft has
been interwoven with the warp in tabby binding and then
packed down tightly.
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Fig. 3. Detail of a medieval tapestry in The Cloisters (13b).
The warp runs vertically and holds together the patches of weft
yarns.

Fig. 4. A high-warp tapestry loom, shown from the front. The
warp is stretched vertically between the upper and lower
beams.
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Thus, a tapestry is a weft-faced tabby-weave fabric
made up of a series of discontinuous colored weft yarns
that form patches of color accommodating each other in
shape like the pieces of a jigsaw puzzle and held together
by the underlying yarns of the undyed warp (fig. 3). By
making his patches of weft color correspond to the col-
ors painted on the full-sized pattern or cartoon that
guides him, the weaver slowly builds up the pattern and
the fabric simultaneously. Since there are no secondary
warp or weft systems in this weave, the same pattern
appears on both the front and the back of the fabric; on
the back it appears in reverse.

THE WEAVING PROCEDURE

The following technical notes represent a simple intro-
duction to the subject. For a more detailed account, see
Frangois Tabard, “The Weaver’s Art,” in Great Tapes-
tries (ed. Joseph Jobé [Lausanne, 1965] pp. 225-61), or
Julien Coffinet, Arachne ou l'art de la tapisserie (/Ge-
neva, 1971] pp. 59-148), which treats high-warp weav-
ing only.

Now, as in the Middle Ages, tapestry weavers use two
basic types of loom. In both types the warp yarns are
stretched between two rollers or beams. In the high-
warp or upright loom, the warp is held in a vertical
plane. The ends of the yarns are tied to a beam at the top
of the structure and a beam at the bottom (fig. 4). The
warp is somewhat longer than the finished tapestry will
be, longer than the distance between the two beams, and
so the excess warp is rolled onto the upper beam. The
weaver sits at the back of the loom and works on the
lower part of the exposed warp {fig. 5). When he has
woven the fabric up to a comfortable level, he rolls the
finished web onto the lower beam; this causes a corre-
sponding amount of warp to unroll from the upper
beam, and at the same time the unused warp imme-
diately above the finished web moves down to be worked
on next.

In the low-warp or horizontal loom, the warp is
stretched between a beam set at the front of the loom
and another set at the back. The weaver sits before the
front beam and works on the forward part of the warp
(fig. 6). As the finished portion of the web is rolled onto
the front beam, a like amount of warp unrolls from the
back beam. The weaver then works with the fresh sup-
ply of warp that has moved to the front of the loom.

Weavers at the two types of looms use basically the
same procedures and produce the same kind of fabric.
The looms differ primarily in the way they enable the
weaver to control the warp yarns. If these yarns were
fixed in one plane like the strings of a harp, the weaver



Fig. 5. A tapestry weaver working at a high-warp loom. The
finished web fills the lower part of the unrolled warp. The
cartoon hangs behind the weaver. He faces the back of the
growing fabric and can see the front of it reflected in the mirror
placed before, and just above, the lower beam.

would have to pass the bobbins carrying the weft yarns
laboriously in and out among them, in front of one yarn,
behind the next, in front of the one next to that, and so
on. However he can create a passage or shed between the
alternate warp yarns, through which he can pass his
bobbins easily in one sweep, by placing each successive
yarn in one of two movable planes that have a narrow
space between them. These planes can then be made to
move forward and back (or up and down), penetrating
each other so that the yarns in one plane are first in front
of (or above) the others and then behind (or below) the
others. Therefore the space between the two planes, the
shed, lies first in front of one set of warp yarns and
behind the other and then behind the first set and in
front of the second. In this way, the weft yarns carried on
bobbins that follow the course of the two sheds automat-
ically interweave with the warp in a regularly alternat-
ing sequence.

Fig. 6. A weaver working at a low-warp tapestry loom. The
warp is stretched horizontally between the front and back
beams. The cartoon lies under the warp and is supported on a
board that extends across the loom next to the front beam.

The weaver prepares the yarns to form the two sheds
by making a cross in the warp: he separates the odd-
numbered yarns from the even-numbered ones and fixes
them in two separate planes with the aid of two rods (fig.
7). When this crossed warp is installed on a high-warp
loom, the two sets of yarns are held in separate planes by
one or more crossbars that remain in the warp near the
top of the loom (see fig. 22). The yarns in one plane lie
slightly nearer the weaver’s hands than the yarns in the
other. The space between the two warp planes at rest
will serve as the first of the two sheds that the weaver
needs. However since this space is too narrow to pass a

Fig. 7. The weaver makes a cross in the warp to prepare for the
two sheds through which the bobbins carrying weft yarns will
pass alternately when the warp is mounted on the loom.
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Fig. 8. A weaver working at a high-warp loom opens the first
shed by pulling some of the warp yarns in the nearer plane
forward and then passes the bobbin through the shed from
right to left.
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bobbin through easily, the weaver widens it by grasping
a group of warp yarns in the nearer plane and pulling
them forward. He can then pass a bobbin carrying weft
yarn of the required color through this shed which lies
behind the yarns in the nearer plane and in front of the
ones in the farther plane (fig. 8). As the bobbin passes
through this shed, some of the weft yarn it carries is left
behind, ultimately to become part of the fabric and the
pattern. To open the second shed, the weaver releases
those warp yarns and pulls on the adjacent loops of cord
or heddles hanging from rods near the top of the loom
(see fig. 11), loops through which each warp yarn in the
farther plane passes. This pulls the yarns forward, past
the yarns in the nearer plane and closer to the weaver
than the nearer warps are (fig. 9). The space between the
two warp planes is now in the alternate position, in front
of the warp yarns in the nearer plane and behind the
farther yarns which the heddles have pulled forward.
The weaver then passes the same bobbin through this
shed in the opposite direction, depositing another
length of weft yarn in the warp. In this way the weft
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Fig. 9. A weaver working at a high-warp loom opens the sec-
ond shed by pulling on some heddles; this brings the warp
yarns in the farther plane to a position in front of the yarns in
the nearer plane, and the weaver passes the bobbin through the
shed from left to right.

yarns, passing with the bobbins to and fro, in front of one
set of warp yarns in one pass and behind the same set in
the next pass, interweave with the warp and so create
the tapestry fabric (fig. 10). The weaver keeps several
bobbins working in sequence, using each one as the
color of the yarn it carries is required in the pattern. The
bobbins hang at the back of the fabric when they are not
being used (fig. 11).

The weaver at a horizontal loom works in essentially
the same way. However in this loom the sheds are cre-
ated by a different method. The two sets of yarns lie in a
single plane when at rest; but the even-numbered yarns
pass through heddles fixed in one of two sets of har-
nesses hung above or below the warp, and the odd-
numbered yarns pass through the heddles in the other
set of harnesses. The weaver can raise or lower the
harnesses [(depending on whether they are mounted
above or below the warp} by pressing on the pedals
attached to them (fig. 12). In this way he can raise or
lower one set of warp yarns while leaving the alternate
set in the plane of rest (see fig. 6]. By depressing the
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Fig. 10. The tapestry web begins to form. The weft yarn has
passed with the bobbin through two sheds, in front of one set of
warp yarns and behind the other.

Fig. 11. A weaver working at a high-warp loom. The various
bobbins he uses, each of which carries weft yarn of a different
color, hang from the edge of the web on the back of the growing
tapestry. The heddles through which every other warp yarn
passes hang from rods suspended just above the weaver’s head.

Fig. 12. Alow-warp tapestry loom viewed from below. One set
of warp yarns passes through the heddles in one of two sets of
harnesses, and the alternate set passes through the heddles in
the other set of harnesses. Each harness is controlled by a pedal
connected to it by chains and cords.

pedals alternately, the weaver can open one shed and
then the other.

Tapestry weave has no secondary weft system that
builds up a web separate from the one created when the
colored wefts interweave with the warp, and so openings
occur in the weave where the pattern requires that two
different color areas meet along a line parallel to the
warp. The bobbin carrying weft yarn of one color turns
back after passing around the warp yarn that borders the
line separating the colors on one side, and the bobbin
carrying weft of the other color does the same on the
other side. A narrow gap or slit will form in the fabric at
this place (fig. 13). If the slit continues for any distance it
will weaken the finished tapestry when it is hung.
Weavers have three basic ways of controlling these slits.
The simplest way is to close them with needle stitches
after the fabric comes off the loom (fig. 14). Or the
weaver can avoid forming slits as he weaves, either by
dovetailing the opposing wefts on the warp yarn lying
between the edges of the two color areas (figs. 15, 16) or

21




rl'r-,..-+ P, J Ld
i.u-.,r.r.' .- ,,J oyl r-' o1 ey e }‘
ris ol
IIOh R T W'm e w‘rf maﬂa ,;{,j-;?
* "#im+ M 4& el i, .,. u : ;
fod pidased s ) i ur

Jl-wp;' ';H S A 100 'Jt 4 ¢ .
W ""'-‘P'Hr“'! . th_-a--.p,- g s g Moy 44

Fig. 13. Model of a tapestry fabric showing the formation of a
slit where two contiguous patches of color meet along a line
parallel to the warp.

Fig. 14. Detail of a medieval tapestry in The Cloisters (13b)
showing a slit closed with needle stitches (front of the fabric).

Fig. 15. Model of a tapestry fabric showing weft yarns from
two contiguous patches of color engaging a common warp yarn
lying between the patches before turning back in the next row
of weaving. Since the opposing weft yarns are now dovetailed
on the same warp yarn, no slit can form along the line of color
change.

Fig. 16. Detail of a medieval tapestry in the Metropolitan
Museum (42b} showing dovetailed weft yarns (face of the fab-
ric).
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Fig. 17. Model of a tapestry fabric showing weft yarns of two Fig. 18. Model of a tapestry fabric showing double interlocked
contiguous patches of color looping through each other before wefts, each weft loop of one color engaging two, rather than
turning back in the next row of weaving. Since the opposing one, weft loop of the other color.

weft yarns are now interlocked, no slit can form along the line
of color change.

Fig. 19. Detail of a medieval tapestry in The Cloisters (13b) Fig. 20. Detail of a medieval tapestry in The Cloisters (13b)
showing the loops of double interlocked wefts on the back of showing a passage of double interlocked wefts on the front of
the fabric. the fabric. The loops are invisible, and the adjacent color

patches meet along a smooth line.
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by interlocking opposite wefts in one of two ways before
turning each one back to begin the next line of weaving
(figs. 17-20).

Weavers at both types of looms face the back of the
web as they work. In order to see the right side of his
fabric, the high-warp weaver can walk around to the
front of the loom or look between the warp yarns into a
mirror placed there (see fig. 5). The low-warp weaver can
see only small portions of his fabric’s face at a time, by
sliding a mirror under the warp and looking into it
through the spaces between the yarns.

The high-warp weaver hangs his cartoon behind the
loom (see fig. 5) and turns his head constantly to consult
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Fig. 21. Weavers work-
ing side by side at a low-
warp loom.

it. He draws its broad outlines on the warp; then, as he
works, he carries the image in his mind from the cartoon
to the loom. Since he is working at the back of the fabric,
he must execute the image in reverse in order to give it
the proper left-right orientation on the face of the hang-
ing. In low-warp weaving the cartoon is placed on the
loom, underneath the warp, face-to-face with the tapes-
try being woven (see fig. 6). The weaver can see the
pattern in the spaces between the warp yarns and so
copy the cartoon more precisely than the high-warp
weaver can. This, along with the fact that his hands are
free to manipulate the bobbins because his feet are con-
trolling the sheds, enables him to work faster. Since this



fabric lies face-to-face with the cartoon, it will show the
pattern in reverse just as a print shows the image on a
plate or stone in reverse when the paper is peeled off.
Knowing this, painters who prepared cartoons for execu-
tion on the low-warp loom reversed the composition so
that the image in the tapestry would have the same
right-left orientation as the original design.

Since neither high- nor low-warp weavers could work
efficiently on a section of web much wider than the
distance between their hands extended forward and
slightly to the sides, it took several weavers working
side by side to build up the full width of the fabric (figs.
21, 22). For a number of reasons—including the artistic
and technical advantages the weavers found in execut-
ing vertical pattern lines on the horizontal, the greater
stability weft yarns have when they cover a warp hang-
ing horizontally rather than vertically, and the imprac-
ticality of building and housing wide looms—medieval
weavers executed the characteristically long, narrow
tapestry patterns from end to end rather than from bot-
tom to top, with the longer dimension of the pattern
running parallel to the warp rather than the weft. A
tapestry forty-five feet long and eighteen feet high (not
an uncommon dimension for the period) woven from
bottom to top would require a loom at least forty-five
feet wide, whereas the same tapestry could be woven
from end to end on a loom just over eighteen feet wide.
Almost all late medieval tapestries were woven from
end to end, and so their warp yarns run horizontally
when they are hung.

THE YARNS

Tapestries woven in the southern Netherlands in the
late Middle Ages invariably had warps of woolen yarn.
The weft yarns were primarily of wool, but more expen-
sive pieces also had silk wefts, particularly in the light
areas and highlights. The richest pieces had silk in all
parts of the design. The most sumptuous pieces con-
tained not only quantities of silk, which was prized for

Fig. 22. Weavers working side by side at a high-warp loom.

its rich glossiness, but also wefts of silver and silver-gilt
yarns made by wrapping a core yarn of white or yellow
silk spirally with a narrow, flat wire of metal showing
one metallic color or the other. During the late Middle
Ages colored yarns were dyed with vegetable substances
fixed to the fibers with mordants of metallic oxides or
salts.
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Figure 23. Miniature
painting in the Book
of Hours of Alfonso V
of Aragon. Spain (?),
about 1450. British Li-
brary, London (Add.
MS 28962, fol. 14v).
The king and bishop
kneel in a chamber
whose walls are cov-
ered with a hunting
tapestry hung on
hooks. The bed can-
opy and curtains are
made of woven silk;
the bedcover appears
to be silk embroidered
with silver-gilt yarns.



How Tapestries Were Used in the

Middle Ages

ost medieval tapestry weavings were designed to

be used as wall hangings. But since the fabric
happened to be rich, warm, and durable, it was also used
to cover beds, seat furniture, cushions, and tables. These
were the days before furniture frames were fitted with
upholstery fixed in place, and so it was necessary to have
loose textile covers unless one were prepared to live
among the bare wood or metal frames. Fourteenth- and
fifteenth-century household accounts and inventories
list quantities of tapestry chambers, as these fabric
room suites were known. Not every chamber contained
the same kind or number of pieces, but normally such a
suite included wall hangings, bed furnishings—that is,
curtains, cover, ceiling, and valances—and bench and
cushion covers. Some of the tapestry furniture covers
had patterns related to those on the walls; others showed
different patterns. Still other chambers had tapestry
wall coverings but bed furnishings made partly of tapes-
try, partly—or completely—of woven or embroidered
silk or other fabrics (fig. 23).

Although affluent burghers could afford to furnish
their homes with tapestry, the medieval tapestry indus-
try needed the support of princes and nobles, men and
women who maintained numbers of houses in cities and
the country and who traveled frequently on state or
social occasions from one residence to another. The
interiors were minimally furnished unless the owner
was in residence, and when he or she proceeded to a
different house it had to be made habitable and attrac-
tive as quickly and economically as possible. Wall
tapestries and tapestry covers could create instant envi-
ronments, and they were easy to move and to store. They
were also colorful, entertaining, warming, and impres-
sive. They answered the need perfectly. Most interiors
had metal hooks set into the walls so that the tapestries,
fitted with rings or tapes along the top, could be in-
stalled easily and relatively quickly, The weavings were
hung from floor to ceiling or to the springing of a vault or
some other horizontal line on the wall. They were
placed edge to edge, completely covering the wall, like
wallpaper in a modern room (fig. 24). Since most of these
residences had been built as fully or partially fortified
structures, there were few openings in the walls for

windows and doors. Tapestries were hung along the
walls in front of what openings there were. If a door or
window had to be opened, the hangings could be pushed
aside or, if left in place for some time, cut through and
fitted into the thickness of the wall (fig. 25). Where a
chimney breast interrupted the course of a wall, the tap-
estry was turned under or pulled back to accommodate
it {fig. 26). The stock of tapestries of a great noble con-
tained pieces of different lengths and heights. Some sets
of hangings were made to fit a given space. For example,
the large tapestry inventoried in the gallery of the
chiteau Beauté-sur-Marne after the death of Charles V
of France in 1380 seems to have been woven to size:
“Item, one large cloth of Arras work with the deeds and
battles of Judas Maccabeus and Antiochus, stretching
from one of the turrets of the gallery at Beauté to just
beyond the turret at the far end of the same, and being of
the same height as the said gallery.”* Although we are
not given the dimensions of the tapestry, we know that it
could have measured at least as much as some eighteen
feet in height and almost eighty feet in length, the origi-
nal dimensions that have been estimated for most of the
duc d’Anjou’s six Apocalypse tapestries.

Great princes did not fail to exploit the capacity of
rich tapestry environments to impress each other and
the public at large. When Philippe le Bon visited Paris in
1461 to attend the coronation of Louis XI at Reims, he
brought with him some of the most precious tapestries
in his extensive collection. Lodging at his hotel d’Artois,
he opened his doors to the people of Paris who trooped
through the house marveling at the Story of Gideon, the
Story of Alexander, and numbers of other hangings
equally resplendent with bright silk, silver, and gilt
yarns. If Parisians had not known beforehand how rich
and powerful this duke of Burgundy and king’s protector
was, they knew it now. When not in use, these tapestries,
along with many others, were probably kept in the
vaulted stone storeroom that the duke had built in his
residence in Arras, where he also provided guards,
handlers, and restorers for these precious hangings.
Charles VII of France used tapestries as a symbol of his
position when he covered the walls of the courtroom in
the chiateau de Saint Georges at Vendéme with hangings
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Fig.24. Richard II Sur-
renders His Crown to
Henry of Bolingbroke,
Earl of Derby, miniature
painting in a copy of
Froissart’s  Chronicles.
France, about 1470. Brit-
ish Library, London (MS
Harl. 4380, fol. 184v). In
this view of a meeting
room, a battle tapestry
shares the back wall with
a tapestry showing a for-
mal arrangement of trees
and urns of flowers. The
pieces are hung edge to
edge, and they cover the
wall completely from the
springing of the barrel
vault to the floor.

Fig. 25. Stanza dei Pap-
pagalli, Palazzo Davanza-
ti, Florence. Painted about
1395 {?). The decoration of
the lower two-thirds of the
walls simulates tapestries,
or possibly needle-worked
hangings, hung there. The
fictive hangings are shown
turning back and over at
the ends of each wall and
the edges of the fireplace
and showing a lining re-
sembling fur (vair). At the
windows, the painting in-
dicates that the hangings
have been cut and fixed to
the thickness of the wall.



showing his emblems of roses and winged stags together
with his coat of arms, all against a ground striped with
his colors of red, green, and white (fig. 27).

Any great occasion for a procession, whether related
to church or state, was a call for hanging tapestries and
other decorative fabrics along the route. The greatest
parades were those produced for Corpus Christi day and
for the state entry of a prince into one of his cities. There
are records of such occasions dating back at least to 1380
when Charles VI of France made his first entry into Paris
where “the streets and thoroughfares of the city were
hung with tapestries.”> For Henry VI's entry into Paris
on December 2, 1431, “all the streets along which the
said king passed [were] hung and adorned with very rich
tapestries in several places.”3 At a meeting of the town
authorities of Tournai, held on October 4, 1463, tosetup
guidelines for the commissioners who would prepare
the city for Louis XI's entry on February 6 of the next
year, they ordered “that the residents on the streets

along which he will pass have their houses adorned with
tapestries, cloths, or other rich and showy decorations,
and grasses and greens spread out on the streets.”+ When
Louis entered Lyon twelve years later, the streets were
decorated with a variety of hangings and with tapestries
showing “several stories in honor and praise of the
King.”s At least some of the hangings used to decorate
streets during processions were bought specifically for
the purpose: in 1531 Pierre de la Comté of Arras inher-
ited from his uncle “two large pieces of tapestry of Julius
Caesar, because they were bought for the front of the
house for Corpus Christi day.”s

On the battlefield or when two rulers met in the field,
tapestries lined their tents to provide warmth and diver-
sion and also to remind visitors that the occupant was a
person of consequence (fig. 28). This practice sometimes
led to a change of ownership, as when the Swiss forces
that defeated Charles le Témeéraire at Grandson in 1476
carried off the tapestries that the duke had brought with

Fig. 26. January (detail), miniature painting in the Trés Riches
Heures of Jean, duc de Berry. France, 1411-16. Musée Condé,
Chantilly (MS 65). The hall is hung with a battle tapestry
hooked along the top of the walls. It continues around the
corner of the room at rear left and has been turned under where
it passes the chimney breast to leave the fireplace open.

Fig. 27. Trial of Jean, duc d’Alengon (detail), miniature
painting in Laurent Girard’s French edition of Boccac-
cio’s De casibus virorum illustrium, with additions.
Painting attributed to Jean Fouquet, France, 1458. Bay-
erische Staatsbibliothek, Munich (cod. gall. 369, fol. 2v).
Charles VII of France is seated on the throne at center
rear.
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Fig. 28. The King of Hungary Holding a Council in His Tent on a Battlefield, miniature painting in a
copy of Froissart’s Chronicles. France, about 1470. British Library, London (MS Harl. 4380, fol. 84r).
The interior of the tent is hung with millefleurs tapestry.

Fig. 29. Interior view of the abbey church of Saint-Robert in La Chaise-Dieu (Haute-Loire) showing
the set of tapestries donated in 1518 by the abbot, Jacques de Saint-Nectaire, as they hang in the choir.
See a detail of one of the tapestries in fig. 32.



him to the battlefield, including the handsome mille-
fleurs hanging with the arms and devices of Philippe le
Bon which now hangs in the Bernisches Historisches
Museum (see fig.78).

Great personages traveled with tapestries on display
in civilian as well as military contexts. The Este inven-
tory of 1457-69 tells us that Borso d’Este bought tapes-
tries showing his arms and devices from Rainaldo
Boteram, a merchant weaver from Brussels, to use as
decorations on his large barge. In the mid-fifteenth cen-
tury René d’Anjou had four large armorial hangings,
eight bench covers, and two square covers woven in
Paris for the council chamber of the treasury at Angers,
but he occasionally used the four hangings on his boat.
Other princes used tapestries to decorate their land ve-
hicles. In 1412 Jean sans Peur bought five tapestries from
Pierre de Beaumetz of Paris to decorate his chariot.

Princes and civic officials gave tapestries as diplo-
matic gifts or payments. The history of Europe abounds
with such references during the late Middle Ages, from
the time that Jean sans Peur of Burgundy offered tapes-
tries as part of his ransom to Sultan Bayezid I after his
defeat at Nicopolis in 1396, to more than a century later
when a seemingly endless round of tapestries was given
by the magistrates of Tournai to their ever-changing
rulers in France, England, and the Holy Roman Empire
during the first quarter of the sixteenth century.

Not every tapestry showing a religious subject was
intended to be hung in a church or private chapel, but
there are frequent references in contemporary docu-
ments to their use in ecclesiastical interiors. Religious
hangings were used either as devotional objects or as an
aid in teaching Christian lessons to the illiterate. Tapes-
tries of any size, shape, or subject might be hung more or
less at random in a church building to decorate it on
festival occasions. It seems that the only kind of tapes-
tries that were habitually woven specifically to fit a
particular ecclesiastical space—other than above or in
front of the altar—were the choir hangings that have
survived in relatively large numbers. These differ from
other tapestries in two ways. First, they are in most
cases exceptionally long in the aggregate—each set com-
prised several pieces—for their height. Second, their
subjects concern primarily the lives of Christ or the
Virgin, stories of the lives of the patron saints of the
church for which they were designed and woven, or
religious texts like the Biblia Pauperum or Speculum
Humanae Salvationis that were intended to teach theo-
logical or ethical lessons. Furthermore, choir tapestries
often contained inscriptions giving the name of the do-
nor, the date, and sometimes the name of the weaver and
the place of manufacture. Such sets of hangings were

meant to go completely around the choir {usually semi-
circular but sometimes rectangular) of the church, ex-
tending from the top of the choir stalls to some clearly
defined architectural boundary higher up, like the top of
an iron screen set above the stalls or the baseline of the
entablatures on columns or piers supporting the vault-
ing or ceiling above the choir. Numbers of such choir
hangings may still be seen in the settings for which they
were designed, as for example in the abbey church of
Saint-Robert in La Chaise-Dieu (fig. 29). While the con-
gregation could enjoy the spectacle of these hangings on
feast days, the rest of the year both they and the clergy
had to content themselves with seeing only the painted
cloth cartoons from which they had been woven. These
are often mentioned in the church inventory along with
the tapestries. In at least one instance, documented in
the records of the cathedral church at Angers, people
occupying the choir were completely surrounded by tap-
estries on feast days and by the painted cloth cartoons
the rest of the time. The Story of Saint Maurice, in six
pieces, which had been ordered in Paris in 1459, lined
the space above the stalls, and the Story of Saint
Maurille, in three pieces, brought from Paris two years
later, lined the inside of the rood screen, so that the two
cycles of hangings faced each other and completely sur-
rounded the space. Since late medieval choir tapestries
could reach heights of more than sixteen feet (the Life of
Saint Rémi in Reims) and lengths of over two hundred
and thirteen feet (the surviving pieces in the abbey
church at La Chaise-Dieu), they made a considerable
visual impact in even the largest ecclesiastical interiors
they decorated.

NOTES

1. Quoted from Pierre Verlet, “Gothic Tapestry from the 12th to the
16th Century,” in Great Tapestries, ed. Joseph Jobé, trans. Peggy
Rowell Oberson (Lausanne, 1965} p. 11.

2. Quoted from Bernard Guenée and Frangoise Lehoux, Les entrées
royales frangaises de 1328 d 1515, Sources d’Histoire Médiévale §
(Paris, 1968) p. 18. The French text reads, “les rues et les carrefours
de la ville étaient tendus de tapisseries. . . .”

3. Quoted from Guenée and Lehoux, Les entrées royales, p. 70. The
French text reads, “ .. toutes les rues par ou le dit roy passa
[estoient] tendues et parees de moult riches tappisseries en plu-
sieurs lieux....”

4. Quoted from Guenée and Lehoux, Les entrées royales, p. 188. The
French text reads, “ . . que les demourans es rues par ou il passera
ayent leurs maisons parees de tapisseries, linges ou autres aourne-
mens riches et notables, et sur les rues herbes et verdures

espandues. . . .”

5. Quoted from Guenée and Lehoux, Les entrées royales, p. 21. The
French text reads, “ . . plusieurs histoires en ’honneur et lotiange
du Roy.”

6. Quoted from Jean Lestocquoy, L’art de I’Artois (Arras, 1973) pp.
43-44. The French text reads, “deux grandes piéches de tapisserie
de Jules César, a cause qu'elles ont été achetées pour la devanture
de la maison le jour du Sacrement.”
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Fig. 30. Saint Luke Drawing the Virgin and Child. Tapestry, southern Netherlands, late fifteenth century. Musée du Louvre, Paris.
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The Character of Medieval

Tapestry Design

I n the Middle Ages and also later, designs for tapestries
commissioned by a patron or producer-merchant
were made to order. But the majority of tapestries were
woven after existing designs that were kept in a pro-
ducer’s or weaver’s stock. The custom design might be
completely original or it might be adapted from an exist-
ing composition or series of compositions. For example,
it is thought that the Trajan and Herkinbald tapestry
(see fig. 60) in the Historisches Museum in Bern was
designed after Rogier van der Weyden’s murals with the
same subjects that were painted on the walls of the city
hall in Brussels and destroyed when that city was bom-
barded in 1695. A tapestry showing Saint Luke drawing
the Madonna, now in the Musée du Louvre, was woven
after a cartoon based on Rogier’s painting of that subject
(figs. 30, 31). Prints offered tapestry designers another
source of ready-made images. A number of late medieval
tapestries, of which the early sixteenth-century choir
hangings in the abbey church of Saint-Robert in La
Chaise-Dieu (Haute-Loire) are a prime example, were
designed after printed illustrations in the Biblia
Pauperum or the Speculum Humanae Salvationis, pop-
ular books that dealt with the mystical connections
among the Old Testament, Christ, and the Virgin (figs.
32, 33). Certain stock figures, some of them known to
have been borrowed verbatim from print sources, were
used over and over again in weavers’ shops as motifs in
millefleurs pieces, whose lack of iconographic and spa-
tial continuity allowed weavers to concoct perfectly
acceptable compositions using figures that had been
taken out of other contexts, and in tapestries with sim-
ple narrative subjects (figs. 34-40). Even when they were
producing tapestries of the finest quality, weavers or
producer-merchants might use figure compositions that
were borrowed from some familiar or particularly ad-
mired painting, a kind of borrowing that easel painters
also indulged in. The Baptism panel in Rogier van der
Weyden’s triptych of Saint John the Baptist, now in the
Staatliche Museen in Berlin-Dahlem (fig. 41}, inspired
the central figures that appear in slightly altered forms
and contexts in several early sixteenth-century tapes-
tries of the Baptism of Christ (figs. 42—45). Designers
also borrowed groups of figures whose action was so
neutral that it could suit almost any subject. Whether

Fig. 31. Saint Luke Drawing the Virgin and Child, by Rogier
van der Weyden. Panel painting, about 1435-40. Museum of
Fine Arts, Boston; Gift of Mr. and Mrs. Henry Lee Higginson.

he took them from the tapestry design or from a com-
mon source in a print or painting, the designer of the
Childhood of Hercules tapestry in Brussels repeated
in the upper right corner of this composition three
half-figures of fashionably dressed men that appear in
somewhat different and slightly earlier costumes in the
right-central section of the Hunt of the Calydonian
Boar in the Walters Art Gallery in Baltimore, which was
woven about ten years earlier (figs. 46, 47).

When tapestry designers did not depend on figures or
compositions created by other artists in their own or
different media, they could draw on a number of alter-
nate kinds of visual inspiration. The design of certain
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Fig. 32. The Entombment, section of a choir hanging in the abbey church of Saint-Robert in La Chaise-Dieu (see fig. 29). Southern
Netherlands, woven between 1492 and 1518. The tapestry designer took his inspiration directly from a woodcut like the one

illustrated in fig. 33.

ornamental tapestries depended upon pattern systems
and motifs borrowed from contemporaneous woven or
embroidered silks (see 1}. From the performances of
miracle and mystery plays a designer could borrow fig-
ures and simple settings (see 29a, b). When royal or noble
personages made state entries into a city, some of the
citizens took part in pageants during which they greeted
the honored visitor either as part of a welcoming com-
mittee, or in a brief drama, or as living statues in elab-
orately costumed and decorated tableaux set up on
scaffolds along the route of the procession. Contempo-
rary accounts abound with descriptions of such allegori-
cal and laudatory productions, many of which included
installations of placards inscribed with verses identify-
ing the figures or explaining their actions. Such placards
or scrolls, inscribed in French or Latin or both, fre-
quently appeared in a tapestry designer’s scheme to
serve the same purpose. Some of these pageants were
designed by artists who also designed tapestries. A case
in point is that of Jacquemart Pilet, one of the painters
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Fig. 33. The Entombment, woodcut from an edition of the
Biblia Pauperum. Germany, late fifteenth century. Albertina,
Vienna.



Fig. 34. Five Soldiers and a Turk on Horseback, by Albrecht Fig. 35. Miracle of Saint Julien (detail). Tapestry, southern

Diirer. Engraving, Germany, end of the fifteenth century. Netherlands, early sixteenth century. Mobilier National, Paris.
MMA, Fletcher Fund, 1919 (19.73.100). The halberdier stand- The head and shoulders of Diirer’s halberdier, and perhaps also
ing right of center served as the model for figures in the tapes- the figure standing next to him, appear at the right.

tries illustrated in figs. 35 and 36, as well as others.

Fig. 36. A Falconer with Two Ladies, a Page, and a Foot Soldier, tapestry (36 in the present catalogue). The figure of the halberdier,
and perhaps also the figure standing next to him, taken from Diirer’s print (fig. 34), are used in a new context.
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Fig. 37. The Alfresco Banquet. Tapestry, southern Netherlands, early sixteenth century. The Burrell Collection, Glasgow Museums

and Art Galleries.

trained in the atelier of Bauduin de Bailleul in Arras. In
1468 Pilet and two colleagues were commissioned by
the aldermen of Arras to paint fourteen narrative scenes
on paper that would then be acted out by members of the
city corporations when Charles le Téméraire made an
entry into that city on March 16, 1469. The subjects
were drawn from Scripture and ancient history. Some
years later, in 1496, the parishioners of the church of
Saint-Géry in Arras commissioned the same Pilet to
design five tapestries of the Life of Saint Géry based on a
written account that they provided. It has been sug-
gested that Jean Perréal, court painter to Charles VIII,
Louis XII, and Frangois I, who is known to have designed
scenes for royal entries, also designed tapestries, some of
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which show subjects related to those he used in his
pageant designs.

Except for the hodgepodge compositions that weavers
assembled (rather than designed) in their shops, tapestry
designs of the kinds described above passed through two
or three stages before they reached the weavers. First,
the designer prepared a small sketch of the composition
either as a drawing or small painting. It was customary
during the Renaissance and later to have the sketch
enlarged in full color to the size of an easel painting.
Since no paintings of this sort seem to have survived
from the Middle Ages and no documents mention their
use, it may be that medieval designers eliminated this
intermediate step and worked directly from the sketch



Fig. 38. Falconry and Sheep Tending. Tapestry, southern Netherlands, early sixteenth century. The Corcoran Gallery of Art,
Washington; William A. Clark Collection. The figures of the jester, the young man pouring from a ewer, and the seated lady holding a
glass appear in this tapestry (now reversed) and the one in fig. 37.

into the final stage of preparation, or the cartoon. This
was a full-size pattern painted in colors on paper or cloth
from which the weavers would work. The cartoon
painter was an artist with special technical knowledge
that enabled him to translate the designer’s shapes and
details into forms suited to the weaver’s medium. His
was the most important function in the process of pre-
paring the design for execution in tapestry. He may have
been—but was not always—the man who designed the
original sketch.

Because tapestry design was subject to particular
technical, economic, and functional limitations that
were different from those affecting mural, easel, or min-
iature painting, it developed an aesthetic of its own. In

the Middle Ages, important tapestries were required to
cover dozens if not hundreds of running feet of wall
space, much of it at least sixteen feet high. Therefore the
elements in the design had to be bold, the pattern orna-
mental, the color strong, the spatial composition sub-
ject to interpretation from many different viewpoints.
Concerning the question of color, Tommaso Portinari,
the Medici agent in Bruges, had become so sensitive to
the particular character of tapestry art he could tell
Giovanni de’ Medici in a letter dated February 18, 1463,
that he wondered if a particular color should not be
changed if certain tapestries were woven again since the
color in that part of the cartoon was not effective when
woven. When one realizes that a freshly woven tapestry
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rich with silk, silver, and gilt yarns must have looked
like nothing so much as a gargantuan enameled plaque,
one understands that tapestry design was perhaps more
akin to the design of precious metalwork—whose value
it approximated—than to the design of easel pictures.

In later eras, tapestries were often left hanging in place
indefinitely or set into wall panels where they served
essentially as fixed and relatively inviolable mural deco-
rations or large easel paintings. In contrast to this, medi-
eval usage required that tapestries be frequently moved,

Fig. 39. Departure for the Hunt. Tapestry, southern Nether-
lands, early sixteenth century. Musée de Cluny, Paris. The
mounted falconer and his two mounted attendants at the left
end of the tapestry in fig. 40 appear again in this example.

Fig. 40. Falconry and Pastoral Merrymaking. Tapestry, south-
ern Netherlands, early sixteenth century. The Corcoran Gal-
lery of Art, Washington; William A. Clark Collection.



sometimes combined with other tapestries of different
dimensions and subjects, turned around corners, folded
under or draped back around fireplaces, cut through to
make openings for doors and windows—in short, be
regarded as anything but fixed and inviolable. Conse-
quently the medieval tapestry designer was obliged to
forego the satisfaction of creating compositions with a
marked center of interest and subtly subordinated sec-
ondary passages. He had to keep his whole surface
equally strong, mobile, and visually engaging. His job
was not an easy one, and not least because he knew that
some patron, producer, or weaver was quite apt to alter
his design before, or even after, it was executed as a
woven fabric. We have many accounts of such changes.
To cite one example of a change of design before weav-
ing, we can note that in 1477 the Brussels weaver Gilles
Van den Putte contracted to produce for the London
merchant Jean Pasmer a tapestry in which the central
scene of the Last Supper would be replaced with a scene
showing the Four Doctors of the Church. In an example
of a change after weaving, between 1399 and 1402 two
Arras weavers, Colart d’Auxy and Jean de Nieuport, act-
ing under orders from Philippe le Hardi, removed the
figure of Louis de Mile from an existing tapestry of
the Twelve Peers of France because the duke thought the
figure was not impressive enough. He had it replaced
with a figure of the same count richly worked with gilt
and silk yarns. Designers also had to plan ahead for the
possibility that very large tapestries might be cut into
smaller pieces if after several installations the single
monumental hanging was found to be too large and
heavy to handle. This was the fate of the great Battle of
Roosebeke, begun in 1387 and woven in one piece to a
size of some forty-one and a half meters long by some
five and a third meters high. In 1402 it was cut into three
pieces by the same Colart d’Auxy. His work was compli-
mented with the observation that the separation was so
well done the three pieces seemed to have been woven
separately in the first place. If such operations were not
successful, weavers would be engaged to add fabric
along the sides of the cuts to complete inscriptions,
figures, or trees that had been mutilated. Indeed medi-
eval tapestry designs were not deemed to be inviolable.
They were regarded first as designs for serviceable wall
coverings and only secondarily as pictures.

One need only compare a late medieval tapestry with
a contemporaneous painting showing the same or simi-
lar composition to demonstrate the profound formal
differences that separated the two media. The tapestry
version of Rogier van der Weyden’s Saint Luke Drawing
the Virgin and Child in the Musée du Louvre (fig. 30)
virtually repeats the composition of the painting in the

Fig. 41. The Baptism of Christ, central section of the altar-
piece of Saint John the Baptist, by Rogier van der Weyden. Panel
painting, about 1450-65. Gemaldegalerie, Staatliche Museen
Preussischer Kulturbesitz, Berlin-Dahlem.

Museum of Fine Arts, Boston (fig. 31), of which four
versions exist. The tapestry shows the composition in
reverse and so was probably woven on a horizontal loom
from a cartoon that did not prepare for the reversal. The
main figures are proportionately smaller than the fig-
ures in the painting, and they are set farther back in the
space. The tapestry designer has made them less impor-
tant in the composition, no more imposing visually
than the other forms represented. The garments on both
figures have been arranged in more complex and decor-
ative folds. The tapestry designer has shown more of
the Virgin’s patterned gown and more of the patterned
cushion on which the saint kneels. The linear perspec-
tive in the painting that helps create a sense of depth
through the drawing of the canopy above the Virgin's
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Fig. 44. Museo de la Catedral de La Seo, Saragossa.

Fig. 45. Museo degli Argenti, Palazzo Pitti, Florence.
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Fig. 46. Episodes in the Childhood of Hercules (detail, upper
right corner). Tapestry, southern Netherlands, here dated
about 1480-85. Musées Royaux d’Art et d’Histoire, Brussels.

head and the bases and capitals of the colonnettes at the
back has been eliminated in the tapestry. The carved
ornaments in the tapestry setting are more detailed, and
an urn, a table with a vase of flowers, and an open book
have been added. The horizon line in the distant land-
scape has been raised, and more buildings, trees, and
hills fill the space outside. In short, everything has been
done to change a picture into a decorative pattern with-
out losing the painter’s narrative intent.

When comparing compositions in painting and tapes-
try that are similar rather than virtually identical, one
sees yet more striking contrasts, even when the tapestry
is also essentially a picture. Hans Memling’s Adoration
of the Magi in the Museo del Prado (fig. 48) shows a

Fig. 47. Hunt of the Calydonian Boar (detail, upper right cor-
ner). Tapestry, southern Netherlands, here dated about 1470~
75. Walters Art Gallery, Baltimore.

composition very much like that in the tapestry dossal
with the same subject in the cathedral of Sens (fig. 49). In
the woven picture the Magus at the right kneels beside,
rather than partly in front of, the Virgin and Child, and
all the other main figures stand closer to the front of the
space than they do in the painting. They are all more or
less the same height, which is nearly that of the com-
position itself. Their heads, the Virgin'’s throne, and the
heads of the two shepherds at the rear left all obscure the
open space in the distant landscape and effectively
block it out. The Magi in the tapestry wear garments of
elaborately patterned silks, which relate these figures to
the richly decorated woven frame surrounding the scene
and thus tend to bring the eye back to the picture plane.
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In the painting, the five main figures— Virgin and Child,
Joseph, and the two elder Magi—have been made the
center of interest not only because they were placed in
the center of the picture’s width but also because each
of them occupies a point on a great imaginary circle on
the ground extending from the Madonna at the front
through the semicircular apse at the rear. The youngest
Magus and the attendant figures do not participate in
this circular arrangement nor are they included in the
vast space that surrounds the main figures and flows out
into the distance through the arched windows in the
rear wall. So it is obvious that the easel painter estab-
lished a strong center of interest and subordinated other
forms to it, and it is equally obvious that the tapestry
designer neutralized the power of the Virgin’s central
position by eliminating the illusion of deep space and by
givingall the figures approximately equal importance in
his composition.

It seems likely that in the Middle Ages it was the
cartoon painter rather than the designer—except of
course in those instances when the same man prepared
both the initial sketch and the cartoon—whose job it
was to turn essentially narrative compositions into es-
sentially decorative ones. Comparing the fragmentary
sketch for the Andromache and Priam Urging Hector

Not to Go to War in the Trojan War series (fig. 50) to an
example of the finished tapestry (fig. §1), one sees quite
clearly that the cartoon painter caused the tops of the
figures and architectural elements in the lower, nearer,
space of the tapestry to overlap the figures and elements
in the upper, more distant space, in order to unify the
two spaces and thus emphasize the composition’s sur-
face pattern rather than its depth. In this case the de-
signer was probably a painter of miniatures who was
trained to emphasize the separation of contiguous
spaces like these in order to clarify the narrative.
Until the late fifteenth century, when painters of easel
pictures apparently began to take a more active part
in designing tapestries, cartoon painters did not ask
weavers to stretch the limitations and conventions of
their craft. A weaver could not blend colors or trace
diagonal or graceful curving lines as a painter could do.
He could produce a rough equivalent of color blending
by means of hatching, or weaving reciprocal comb-like
teeth of color to make contiguous color areas interpene-
trate along the boundary and so produce the illusion of a
blended middle tone (fig. 52). He could also soften the
sharp contours along lines of color change by dovetail-
ing the wefts of adjacent color areas, and he could ap-
proximate the appearance of diagonal and curved lines

Fig. 48. The Adoration of the Magi, by Hans Memling. Panel painting, about 1475-85. Museo del Prado, Madrid.
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Cathedral, Sens.

Fig. so. Andromache and
Priam Urging Hector Not to
Go to War. Fragment of the
original design (petit patron)
for the tapestry illustrated in
fig. s1. Drawing, northwest
France (2}, about 1465-70.
Cabinet des Dessins, Musée
du Louvre, Paris.

Fig. s1. Andromache and

. & bt ; 1 Priam Urging Hector Not to

.‘. ';I ‘ e VAT i v Go to War (13c), fragment of a

R RNy 9] pgrsn g v IR | tapestry from the Story of the
SRR T L R R Trojan War series.
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Fig. 52. Detail of a medieval tapestry in the Metropolitan
Museum (42b). The effect of shading from light to dark is
achieved by hatching, or shaping the edges of the adjacent
areas of light and dark yarns like the interpenetrating teeth of
two combs.
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Fig. 53. Detail of a medieval tapestry in the Metropolitan
Museum (13b). The dark weft yarns delineating the outer part
of the eyelid directly above the iris have been dovetailed with
the adjacent lighter wefts in order to soften the contour and
also to keep a slit from forming. The effect of a diagonal
contour defining the inner edge of the same eyelid was
achieved by stepping short, straight lengths of the dark line to
the side and down.
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Fig. 54. Detail of a medieval tapestry in the Metropolitan
Museum (13b). The delicate contours in the flesh of a hand are
rendered by lines of shadows cast by small slits deliberately
left in the monochromatic weave rather than by hard lines
made with weft yarns of a darker tone.

by means of stepping, or building up the contour with
short lines or small blocks of color gently offset one
from the next as they traced out the direction of the line
(fig. 53). Small slits in the weave parallel to the warp
direction were a boon to the weaver since they cast small
shadows which he could use to define subtle contours in
places where strong lines and color contrasts were not
wanted (fig. 54).

Economic considerations determined the relative
fineness of a tapestry’s texture and that, in turn, affected
the amount of detail the tapestry would show. The more
warp yarns a piece contained, the finer each yarn could
be and consequently the finer the texture and the more
complicated the detail. A tapestry with a high warp
count cost more than one with fewer warp yarns per
measure. Economic factors also determined the number
of colors that would be used and whether silk, silver, and
gilt yarns would be included in the piece.



Stylistic Development of Tapestry
Design in France and the
Southern Netherlands, 1375-1525

he art of tapestry design followed its own course

during the period 1375-1525, developing composi-
tions based on styles created by contemporary print-
makers and painters of easel, mural, and miniature
pictures but altered to suit the requirements of tapestry
design. The aesthetic, economic, and functional factors
that obliged tapestry designers to modify the character
of current images did not change the essential style of
those images during most of the period. Occasionally
tapestry designers deliberately ignored some of the basic
precepts of a pictorial style, but in doing so they merely
created a derivative, parallel style that served their pur-
pose better. They were making special kinds of pictures,
but they were indeed making pictures. Like printmakers
and painters, tapestry designers had to consider the
problem of how to represent space, how to interpret
subject matter, how to deal with the question of using
static or dynamic balance, clear or obscure form —these
and other problems that any image maker must address.
Therefore the same art-historical method one uses to
analyze the style of an easel painting may properly be
used when attempting to trace stylistic development in
tapestry design. However the results of such a study
may be valid only where the tapestries being considered
show original designs and not simply compositions
made up of images borrowed from one or more preexist-
ing sources.

Stylistic analysis can help one perceive the fact that
modes of representation in pictorial tapestries did in-
deed change and develop during the late Middle Ages.
The exercise can also help date a tapestry, but no more
precisely than to a particular half century or perhaps
quarter century. One needs specific internal evidence,
like fashionable dress or accessories, or heraldic motifs,
to date the design of a tapestry with any degree of preci-
sion. Also, unless the tapestry itself is dated in the
weave or by virtue of a documentary reference, its date
of manufacture cannot be determined precisely, even by
the date of the cartoon after which it was woven. Popu-
lar cartoons continued to be used for some years after
they were made, and they were sometimes, not always,
brought up to date through changes in the fashionable
details. The tapestries that will be discussed here to

illustrate the styles of successive periods between 1375
and 1525 were chosen because most of them can be
dated by document or firm internal evidence.

In the years around 1380, when documents suggest
the Apocalypse tapestries at Angers were finished, the
chief image makers were the painters of monumental
murals and the illustrators of fine books. The images in
the Apocalypse tapestries (fig. 55) reflect primarily the
style of contemporaneous book illustration (fig. 56).
These artists had developed a style that got the message
across quickly, clearly, and with the greatest economy of
means. Human figures and the elements of the minimal
settings were given fairly simple silhouettes but com-
plex decorative details within those contours. Space was
treated as an abstraction, something the mind knew had
to exist if these people could move, these objects stand,
against these flat plain or decorated backgrounds. People
and animals moved almost exclusively in a shallow
plane close to and parallel to the picture plane. All forms
and spatial relationships were crystal clear. One mass
balanced another with equal visual weight. Each shape
was complete in itself. The drawing of figures and other
forms—nervous, attenuated, and essentially decorative
—reflected the sophisticated and exquisitely mannered
International Style that dominated late fourteenth-
century court painting not only in France but also in the
major capitals of western Europe. In these respects, the
style of late fourteenth-century book illustration was a
perfect style for the tapestry designer whose goal was to
decorate walls first and tell stories second.

By 1402, the year specified in a lost document as that
in which the Story of Saints Piat and Eleuthére tapes-
tries were finished, a marked change had taken place.
Four of the nine tapestries in this set, woven in Arras for
the cathedral of Tournai, have survived and are pre-
served in the treasury of that cathedral church (fig. 57).
Although some of the figures show the attenuation of
the International Style, they have few of its decorative
mannerisms. The tapestry designer, like the painter
who pointed the way for him, has moved on to a more
plastic conception of the body and of the space it in-
habits. The designer has attempted to suggest deep
space by causing his figures and objects to overlap one
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Fig. 55. Michael and His Angels Defeating Satan and His Angels, detail from one of the hangings in the Apocalypse series.
Tapestry, southern Netherlands, about 1373-80. Musée des Tapisseries, Chiteau d’Angers.

Fig. §6. Michael and His Angels Defeating Satan and His
Angels. Miniature painting, France, first half of the fourteenth
century. Bibliotheéque Nationale, Paris (MS lat. 14410, p. 34).

46

another and also by introducing a high horizon line in
his exterior settings. These devices tend to emphasize
the spatial relationships among elements in the com-
position, and they also set them in motion, turning the
contained balance of the Apocalypse compositions into
a dynamic rather than static equilibrium.

Even artists in the major fields of painting would not
find a convincing way to represent depth and air in real
space until some years later. By 1434, Jan van Eyck had
achieved a totally illusionistic representation of space
and of solid forms moving through it in his astonishing
portrait of Giovanni Arnolfini and his wife in their wed-
ding chamber, now in the National Gallery in London
(fig. 58). At this point, pictorial styles in painting and
tapestry design began to develop separate courses, and
the divergence lasted until late in the fifteenth century.
Tapestry designers realized that illusionistic effects
would not suit their purpose. Furthermore, they knew
the current limits of their medium, a medium that had
not yet been pushed to the point of being able to suggest



transparent or blended color in direct imitation of oil
painting. Nevertheless, van Eyck and his peers had made
a bold new statement. To the extent that the patrons of
tapestry designers demanded it and weavers could pro-
vide it, the designers found a way of adapting the new
images to their medium. By about 1440 they had devel-
oped a believable if nonillusionistic means of represent-
ing depth and open space without destroying the reality
of the tapestry’s own surface. This is evident in the four
great hunting tapestries in the Victoria and Albert Mu-
seum (see fig. s9), which, though their dates vary
slightly among themselves, have been dated in the sec-
ond quarter of the fifteenth century. The device of over-
lapping forms, used some forty years earlier in the Saints
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Fig. 57. Saint Piat Begins His Preaching in Tournai, detail of one of the choir hangings of the Story of Saints Piat and Eleuthére.

Piat and Eleuthére tapestries, is carried a step further
and coordinated with the convention of placing the
more distant figures on a distinctly higher level than
those in the foreground. The designer also arranged his
figures, buildings, and natural forms in diagonal and
curving lines that carry the observer’s eye into and
around the space. It is as though one were observing the
action from a moving point somewhat above the stage
on which these scenes are being played out. People and
things, richly patterned and detailed, describe them-
selves and their positions clearly and succinctly. The
surface of the composition is also decorated with a net-
work of curving, diagonal, and undulating paths for the
eye to follow. The surface scintillates with a thousand
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Tapestry, woven in the shop of Pierre Féré, Arras, 1402. Cathedral, Tournai.
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Fig. 58. Portrait of Giovanni Arnolfini and Giovanna Cenami,
by Jan van Eyck. Panel painting, dated 1434. National Gallery,
London.

decorative details of costume and setting. It is in fact by
virtue of the designer’s laying small, complex details of
pattern over his clearly defined forms that he achieves
the effect of surface integrity while simultaneously con-
vincing the observer that these people, buildings, and
greenery are solid and that they occupy deep space.
This style seems to have continued until the sixth
decade of the fifteenth century when the designers who
had achieved this delicate balance between surface and
depth moved into what can only be called a baroque
phase. The Trajan and Herkinbald tapestry in the His-
torisches Museum in Bern shows a style in transition
(fig. 60). It is generally agreed that the tapestry was
woven not long after 1450, but we have no firm justifica-
tion for that date. The spatial clarity of the earlier style
survives in the interior scenes, more cluttered but es-
sentially the same. The exterior scenes show a very
different mode of representation. There the figures, now
completely plastic and more carefully observed from
nature, press forward against the picture plane in a con-
stricted space that is too shallow to contain them. In an
effort to find breathing space they push up toward the
top of the composition or down toward the bottom.
Formal clarity gives way to confusion, and everything is
in a state of dynamic motion. The problem of represent-
ing depth no longer concerns the designer who seems
obsessed with the need to decorate the surface of the
fabric and to maintain its integrity. Other tapestries
datable to about 1460, like the Story of Alexander in

Fig. 59. Deer Hunt. Tapestry, southern Netherlands, about 1425-50. Victoria and Albert Museum, London.
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Fig. 60. Story of Trajan and Herkinbald (detail, left half). Tapestry, southern Netherlands, about 1450-55. Bernisches Historisches

Museum.

Rome (fig. 61) and the Story of the Swan Knight in
Vienna and Cracow (fig. 62), as well as the Story of the
Vengeance of Our Lord in the Metropolitan Museum
(see 10), show the same tendency to press the forms
against the picture plane. The fully developed baroque
style of this third quarter of the fifteenth century is to be
seen in the Story of the Trojan War series to which there
arereferences in documents of 1472, 1476, and 1488 (see
13a—c). The tapestries in this series were therefore prob-
ably designed late in the 1460s, and the vogue for them
lasted almost until the end of the century. In them, the
designer achieved the ultimate goal of the decorator of
monumental surfaces. He succeeded in telling a story
and simultaneously entertaining the eye with an end-
less succession of visual diversions, never asking the
observer to choose between one experience and the
other. His work succeeds in the same way that a well-
made opera or ballet succeeds, by offering the viewer
multiple perceptions simultaneously which, when ex-
pertly combined, can offer an agreeably rich experience.

As the fifteenth century moved into its fourth quar-

ter, tapestry design turned to the example of easel paint-
ing. The reason for this abrupt change is not clear. It may
have been brought about by a pronounced change in
patrons’ taste. It may also have been an immediate and
direct result of the Brussels ordinance of 1476 which
required that weavers in that city use only cartoons
designed by members of the painters’ guild for all but
their verdure tapestries, a term that might have signified
not only landscape pieces but also millefleurs and other
pieces featuring greenery and plants. Some designers
working during these years frankly set out to imitate
easel pictures complete with illusionistic effects and
imitations of carved and gilded frames. Among these
pieces are the two dossals in Sens (figs. 49, 63), the
Annunciation and Adoration of the Magi in the Mobilier
National in Paris (figs. 64, 65), and the Madonna of the
Living Water in the Musée du Louvre (fig. 66). All of
these examples are dated, or may be dated, between 1475
and 1490. Not only has the designer created the illusion
in each case that his tapestry is in fact an altarpiece
made of painted panels held in a carved and gilded
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Fig. 61. Alexander in a Flying Machine, detail of a hanging in Fig. 62. Scenes from the Story of the Swan Knight. Tapestry,
the Story of Alexander series. Tapestry, southern Netherlands, southern Netherlands, about 1461. Wawel Castle Museum,
about 1459. Galleria Doria Pamphili, Rome. Cracow.

Fig. 63. The Coronation of the Virgin and Related Scenes from the Old Testament. Tapestry dossal, southern Netherlands, about
1476-88. Cathedral, Sens.
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frame, but also the weaver has succeeded in forcing his
technique to suggest the chromatic and textural effects
of painting and of gold and silver leaf. In some of the
Hunt of the Unicorn hangings (20b-e and 20g, h in the
present catalogue), the designer and weavers simulated
the quality of oil-glazed painting specifically.

Other tapestry designers—and it seems that there
were more of them than there were imitators of easel
painting—returned to the realm of painting styles but
without violating the integrity of their own art. In tapes-
tries like the Life of the Virgin in the church of Notre-
Dame in Beaune, a set of choir hangings dated 1500 in
the weave, the designer presented fully modeled figures
arranged in compartmented shallow spaces in the fore-
ground and mildly illusionistic landscapes beyond them
(fig. 67). This example may have been somewhat ad-
vanced for its time, for by comparison with it the style of
the tapestries of the Life of Saint Anatoile, woven in
Bruges between 1502 and 1506, seems conservative (fig.
68). Here, figures move diagonally through spaces in
landscapes or interiors that are drawn with a rudimen-
tary kind of linear perspective. The illusion of depth is

Fig. 65. The Adoration of
the Magi, with Scenes
from the Old Testament.
Tapestry dossal, southern
Netherlands, about 1475-
85. Mobilier National,
Paris.

Fig. 64. Annunciation, with Scenes and Figures from the Old
Testament. Tapestry dossal, southern Netherlands, about
1475-85. Mobilier National, Paris.
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Fig. 67. The Visitation, detail of one of the choir hangings of
the Life of the Virgin. Tapestry, southern Netherlands, about
1500. Church of Notre-Dame, Beaune.
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Fig. 66. Madonna of the Living Water. Tap-
estry dossal, southern Netherlands, dated
1485. Musée du Louvre, on deposit from the
Mobilier National, Paris.

less convincing than it is in the hangings in Beaune. In
tapestries like the Lives of Christ and the Virgin in the
Cathedral of Saint-Sauveur in Aix-en-Provence, which
are dated 1511 in the weave (fig. 69), and the Legend of
Herkinbald of 1513 or the fourth hanging from the Leg-
end of Notre-Dame du Sablon set of 1518, both in
Brussels (figs. 70, 71), the designer minimized the com-
partmentalization of spaces and tried instead to create
an illusion of coherent, flowing open space occupied by
fully credible three-dimensional figures.

As Renaissance forms from Italy influenced the paint-
erly conventions of Flanders in the second and third
decades of the sixteenth century, the swing toward il-
lusionism in south Netherlandish tapestry design accel-
erated. While they are still clearly northern and
late medieval in style, the Sablon tapestries, believed
to have been designed by Bernaert van Orley, look dec-
ades later—that is, more illusionistic and Italianate—
than the Herkinbald piece that was designed by Jan van
Roome, a traditionally oriented Brussels designer, only



Fig. 68. Saint Anatoile’s Body Transported in State to the
Church of Saint Symphorien at Salins, eighth piece in the set
of the Life of Saint Anatoile. Tapestry, woven in the shop of
Katherine Wilde, Bruges, 1502-6. Musée du Louvre, Paris.

five years earlier. In the third and fourth decades of the
sixteenth century, south Netherlandish weavers used
more designs in the Italian mode, or showing Italian
influence, presumably in response to a growing demand
for them. However the Life of the Virgin choir hangings
in Reims (fig. 72), finished by 1530, and the similar Life
of Saint Rémi, woven sometime between 1523 and 1531,
also in the cathedral of Reims, prove that the traditional
south Netherlandish tapestry style continued for some
years after the initial success of tapestries in the Italia-
nate mode.

This brief essay on the succession of styles in late
medieval tapestries has been limited to a consideration
of the main developments in the major class of tapes-
tries that have survived, that is, tapestries that show
pictorial compositions. The other kinds of tapestries, all
of which are essentially ornamental, like heraldic or
millefleurs pieces, do not follow the same lines of devel-
opment. The design of such hangings does not involve
the formal elements that enable one to analyze the style

Fig. 69. Entryinto Jerusalem, section of a hanging in the series
The Lives of Christ and the Virgin. Tapestry, southern Nether-
lands, dated 1511. Cathedral of Saint-Sauveur, Aix-en-
Provence.

of pictorial compositions. For the present we are obliged
to rely on other kinds of evidence in order to arrange
these pieces in chronological sequence. Matters like the
character of ornaments, the design of costume or other
fashionable accessories, or the interpretation of heraldic
motifs may help determine the date when a particular
tapestry was designed. Various attempts have been
made to arrange millefleurs tapestries in chronological
sequence according to criteria based on the style of the
floral motifs represented in each piece. Those delibera-
tions have produced no reliable results. However if, in
the future, many more millefleurs tapestries can be
securely dated by other means, this kind of investigation
might be worth pursuing. It seems possible that when
such dates are coordinated with the tapestry designs,
certain trends in the way the plants and flowers are
drawn, and the way they are scaled and arranged, may
become apparent.

53



54

%
&

4l &3
8
"

2

A |

.f' '-.‘
-
i

Fig. 70. Legend of Herkinbald. Tapestry, Brus-
sels, 1513. Musées Royaux d’Art et d'Histoire,
Brussels.

Fig. 71. The Miraculous Statue Is Brought to
Brussels, fourth piece in the set of the Legend of
Notre-Dame du Sablon. Tapestry, believed to
have been produced in Brussels, 1518. Musées
Royaux dArt et d’Histoire, Brussels.



Fig. 72. The Annunciation, with Figures and Scenes from the Old Testament, detail of a hanging in the set of the Life of the Virgin.
Tapestry, southern Netherlands, completed by 1530. Cathedral, Reims.
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Fig. 73. Scene from the Story of Jourdain de Blaye. Tapestry, southern Netherlands, late fourteenth century. Museo Civico, Padua.
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History of Tapestry Weaving in Europe
during the Late Middle Ages

THE PRESENT STATE OF OUR KNOWLEDGE

S ince Achille Jubinal published the first scientific
study of historical tapestries in 1838, the authors of
countless books and articles have examined the subject
in increasingly greater detail and from different points
of view. But what we have today, a century and a half
later, is essentially a vast body of data, largely miscella-
neous and undigested, concerning primarily the sale of
tapestries in the late Middle Ages, details like the names
of clients, merchants, patrons, weavers, and a few de-
signers, together with notes on prices, dimensions, sub-
ject matter, and materials used to design and execute the
tapestries. We also have some information about the
regulations controlling the manufacture of tapestries
and the methods of marketing them. Historians col-
lected these data from a broad miscellany of sources
including inventories, household accounts, receipts,
civil and ecclesiastical records of all sorts, ordinances
and other forms of public legislation, and private legal
documents. A host of dedicated scholars produced most
of this information before the close of the nineteenth
century. Houdoy followed Jubinal’s general work with a
special study of the industry in Lille, and Wauters and
Soil followed soon afterward with their documentation
concerning the industries in Brussels and Tournai, re-
spectively. Guiffrey, Miintz, and Pinchart made the
most important single contribution in their cooperative
work Histoire générale de la tapisserie in which they
published original material relating to the history of
tapestry in most parts of Europe. In the early years of the
twentieth century, W. G. Thomson published two books
that brought additional documentary material to light,
particularly with reference to British patrons and
weavers. A few years later Heinrich Gobel produced his
monumental Wandteppiche, a general history of the art
and industry of tapestry throughout Europe, in which
he coordinated most of the material published earlier
with valuable new data developed in his own files.
None of these scholars was primarily an art historian.
Taken in the aggregate, their work amounted to the
beginning—and only the beginning—of a comprehen-
sive history of the tapestry industry. It would remain for
the art historians, examining data gathered from these
archive-oriented sources and from their own firsthand

study of surviving tapestries, to begin writing a history
of the art of tapestry. The early generations of art histo-
rians comprised people whose primary training and ex-
pertise involved the art of painting. Not understanding
the subtle but critical differences that set the two arts
apart from each other, these scholars fell into the trap of
treating the essentially impersonal, industrial art of
tapestry as though it were the personal, conceptual art
of painting. Following their natural tendency to con-
struct intellectual and intuitive systems by means of
which they thought they could attribute any given tap-
estry to a particular place, time, designer, and weaver, as
they might determine the particulars concerning a
painting, these neophyte tapestry historians veered off
course. They believed that a weaver was a creative artist
whose personal manner affected the appearance of the
images he created. They also believed that there were
regional schools of tapestry design in the Middle Ages as
there were regional schools of painting. Furthermore,
these scholars lived in modern times when anyone ac-
quainted with the visual arts would at least have heard
of the Gobelins, Beauvais, Aubusson, and other highly
organized manufactories of the seventeenth century
and later whose products could be recognized through
certain visual peculiarities. However a modern self-
contained tapestry manufactory is very different from a
medieval tapestry-weaving shop. But these early art his-
torians gave undue importance to the factors of region
and workshop when studying medieval tapestries be-
cause they were used to thinking in terms of these later
manufactories whose artistic and technical directors
saw to it that their products would have a particular
look. These scholars also believed (and many others still
believe) that they could identify the hand of a particular
painter, usually a seminal painter of distinction, in the
design of these early tapestries. They did not acknowl-
edge that during the Middle Ages the entrepreneurs who
produced the weavings patronized primarily a class of
artists who specialized in decorative design and paint-
ing and worked at everything from painting coats of
arms and coaches to designing mimes for the state en-
tries of sovereigns, stained glass, and tapestry. A few of
these painters were artists of note who created original
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Fig. 74. The Gift of the Heart. Tapestry, southern Netherlands,
early fifteenth century. Musée du Louvre, Paris.

tapestry designs, but most of them were image makers
who based their designs on the work of leading painters
of the moment.

So, for better or worse, art historians of the late nine-
teenth and early twentieth centuries began drawing the
broad outlines of the history of tapestry weaving in the
late Middle Ages according to their own lights, combin-
ing the incomplete miscellanea unearthed by the archi-
vists with their own conclusions based on observation
of the few dated or datable and geographically locatable
tapestries that have come down to us, and then gener-
alizing from there. In this way, the extant pieces of the
great Apocalypse tapestries in Angers, which were
woven sometime between about 1373 and 1380 and
until recently believed to have been woven by Nicolas
Bataille in Paris (fig. 55}, became the touchstone by
which all tapestries showing related images would be
attributed to Paris in the late fourteenth century and,
more often than not, to Nicolas Bataille. The same his-
torians defined a “style of Arras” based curiously enough
less on the analysis of the Story of Saints Piat and
Eleuthere (dated 1402) in the cathedral of Tournai, the
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Fig. 75. Mounted Knight with the Arms of Jean de Daillon.
Tapestry, southern Netherlands, Tournai, about 1483. Mon-
tacute House, Yeovil (Somerset); The National Trust.

only documented early Arras hangings we have (fig. 57/,
than on analyses of pieces like the tapestry from the
Story of Jourdain de Blaye series in Padua or the Gift of
the Heart in Paris, for neither of which is there any
documentation connecting it with Arras nor giving it
any date (figs. 73, 74). To establish regional styles for the
second half of the fifteenth century, these historians
looked for tapestries that could be more or less securely
placed and dated in that period, and they found two
pieces of a Story of Alexander the Great in the Galleria
Doria Pamphili in Rome (fig. 61), some fragments of a
Story of the Swan Knight in Cracow (fig. 62) and Vienna,
and a host of fragments and complete hangings of the
Story of the Trojan War in various European and Ameri-
can collections (see 13a-c). Most historians believed
that the Alexander and Swan Knight hangings could be
identified with tapestries of these subjects that Philippe
le Bon of Burgundy bought from the Tournai producer-
merchant Pasquier Grenier in 1459 and 1461 respec-
tively. There is no proof to support these contentions.
On the other hand, there is no doubt that the surviving
pieces of the Trojan War tapestries show designs that



Fig. 76. The Stoning of Saint Stephen, from the set of the Life
of Saint Ursin. Tapestry, southern Netherlands, Tournai,
about 1500. Musées de Bourges.

correspond to those that Grenier sold to Henry VII of
England in 1488. But we cannot be sure that Grenier had
the tapestries designed and woven in Tournai. Never-
theless, using these three series of tapestries and a num-
ber of other pieces that can reasonably be dated
stylistically in the second half of the fifteenth century,
tapestry historians isolated the “style of Tournai” and
attributed quantities of other surviving tapestries to
that city as their place of manufacture. Some historians
went so far as to identify certain pieces as the work of
Pasquier Grenier, who, they thought, was operating as a
weaver. We now know that he made his fortune not as a
weaver but as an entrepreneur in the tapestry and wine
trades. We also know that only two extant examples of
tapestry weaving can be documented as having been
woven in Tournai in the second half of the fifteenth
century. The earlier piece is a millefleurs tapestry now
in Montacute House, Somerset. It shows a mounted
knight in armor and, in the upper left corner, the coat of
arms of Jean de Daillon, seigneur de Lude, for whom it
was woven by Wuillaume Desreumaulx of Tournai. It
was delivered in 1483 (fig. 75). The later example com-

prises three fragments from a Life of Saint Ursin in the
Musées de Bourges which date from about 1500 (fig. 76).
These fragments show no stylistic affinities with the
millefleurs tapestry, and none of them bears any resem-
blance to the Trojan War tapestries which may or may
not have been woven in Tournai.

As for the first quarter of the sixteenth century, there
are no extant tapestries that can be documented cer-
tainly as Tournai work. The only tapestries that we can
date and locate securely for that period are the three
pieces of the Life of Saint Anatoile in the Musée du
Louvre and Mobilier National in Paris (fig. 68}, the Leg-
end of Herkinbald in the Musées Royaux d’Art et d’His-
toire in Brussels (fig. 70), and probably also the several
pieces of the Legend of Notre-Dame du Sablon to be
found in the same museum in Brussels (fig. 71) and the
Musée Communal there, the Hermitage Museum in
Saint Petersburg, the Burrell Collection in Glasgow, and
elsewhere. The Saint Anatoile tapestries are docu-
mented as having been produced in Bruges between
1502 and 1506, the Herkinbald in Brussels in 1513, and
the Sablon pieces probably in Brussels in 1518. Curi-
ously enough, no historian attempted to establish a
“style of Bruges,” but the “style of Brussels” based on the
Herkinbald and Sablon tapestries has been current
among tapestry historians for as long as the “styles” of
Paris, Arras, and Tournai.

No responsible art historian would have had the te-
merity to define a local style of late medieval painting
on the basis of so inadequate a body of data. And yet
tapestry specialists insisted on establishing regional
tapestry styles. We do not know that the few docu-
mented pieces we have show images that are typical of
images in tapestries woven in the same time and place.
It is quite possible that they are atypical. We simply
know that they are securely fixed in time and space, and
we have conveniently forced them to be typical so that
art-historical theories could be constructed on the evi-
dence they provide. What we have as a result is a mass of
literature repeating a host of misleading theories, opin-
ions, and conclusions. It ought to have been clear to us
along the way that any stylistic similarities one can find
among these tapestries would reflect not the style of a
city, weaver, or shop, but the general style of a culture or
perhaps the style of a designer with a strong personality.
Nevertheless, it became the custom early in this cen-
tury to view the art of tapestry during the late Middle
Ages as a simple linear development from obscure be-
ginnings in Paris during the second half of the four-
teenth century to a brilliant flowering in Arras during
the next fifty years. Then, according to this theory, Tour-
nai became the tapestry center of Europe during the
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second half of the fifteenth century, enjoying a monop-
oly on the art and industry of tapestry until Brussels
superseded it around 1500. After that, all fine tapestries
were produced in Brussels, while somewhat coarser
pieces originated in Tournai.

Thanks to the recent efforts of a group of French and
Belgian scholars who have brought more imaginative
methods of research and reasoning to bear, we now
know that medieval tapestries cannot be assigned to a
place of manufacture through the application of these
overly simplified criteria, and we also have come to
understand how important it is to find correct interpre-
tations for key terms that keep turning up in the docu-
ments. As Francis Salet, the chief innovator in this field,
has pointed out, these terms seem to mean different
things according to when and where they occur, and the
signification can vary from one document to another
even at any given moment and place. He also called
attention to the fact that these terms were written in old
French and Netherlandish rather than in Latin and that
they obeyed no standard rules of spelling or syntax.
Furthermore, many of these terms acquired different
meanings in later years. For example the words haute
lisse apparently did not necessarily describe a high-warp
(vertical) loom before the end of the sixteenth century.
Salet demonstrated that haute lisse was used in refer-
ence to luxury fabrics of different kinds, including yard-
age with repeat patterns and embroideries, as well as
figured tapestry hangings, and that at times it seems to
have connoted high quality, like the modern term haute
couture. The word tapisserie referred then, as now, both
to tapestry fabrics and to other kinds of upholstery ma-
terials. In the late Middle Ages, the term tapissier re-
ferred not only to the professionals who made or
installed tapestries and other upholstery fabrics, includ-
ing embroideries, but also to the restorers, keepers, and
merchants who handled such materials. The tapissier
who functioned as a merchant and producer of fabrics
was in fact an entrepreneur capitalist who enjoyed high
social standing. He might have a business as a grain or
wine merchant as well. If he had begun his career as a
weaver or director of a weaving shop, he became an
entrepreneur who held stocks of cartoons and tapes-
tries, took commissions from the wealthy and powerful,
arranged for custom designs to be made and cartoons
painted, advanced capital to buy materials and pay the
weavers, and finally delivered the tapestries to the pa-
tron (of whom he might be a confidant). When dealing
with stock tapestries, the tapissier functioned simply as
a merchant, dealing in cartoons and finished textiles.

Therefore it is clear that a tapissier mentioned in a
medieval document was not necessarily a tapestry
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weaver. Furthermore he was not in business to impose
his own design sense on the products he dealt with,
although he probably required that the designers and
weavers he commissioned must work according to his
standards. He had only one goal: to provide furnishing
fabrics that would please his clients. The weavers he
employed were skilled artisans who followed the pat-
terns they were given. They did not seek to impress
whatever personal artistic sensibilities they might have
upon the fabrics growing on their looms. The concept of
the designer-craftsman is a nineteenth-century one; it
did not exist in the industrial art of tapestry during the
fourteenth to sixteenth centuries. Tapestry weavers
were craftsmen who were motivated to avoid personal
idiosyncracies in their work so as to be in a position to
serve any of the great producer-merchants and work
from cartoons showing any number of styles. While it is
conceivable that a weaver might have developed charac-
teristic quirks of execution that identify any given tap-
estry as his work, we have not yet isolated any instances
of this sort.

The story of the two late fourteenth-century weav-
ings of Hennequin de Bruges’s designs for the Apoc-
alypse tapestries shows how futile it is to try to assign
stylistic characteristics to weaving centers, shops, or
individual weavers during this period. The project was
initiated at the command of Louis I, duc d’Anjou, some-
time after 1373. Payments were made to Nicolas
Bataille, the producer, in 1378 and 1379 and to Henne-
quin de Bruges (also known as Jean Bandol), the designer,
in 1378. Current thinking favors the idea that the tapes-
tries were woven in Paris or Arras or possibly in both
cities, being subcontracted to shops in one place or the
other directed by Robert Poingon (also Poisson), an Arras
shop director then living in Paris. The second recorded
weaving of the series—a single hanging having been
woven separately for Jean, duc de Berry—was executed
for one of Louis’s other brothers, Philippe le Hardi, duc
de Bourgogne, between 1386 and 1395. The Arras entre-
preneur Jean Cosset produced it, putting it out to be
executed in weaving shops in Arras directed by the same
Robert Poincon who in 1397, two years after the four
pieces then finished were ready to hang, was enrolled as
a burgher of Lille. So we have Robert Poingon, master
weaver active in Paris, Arras, and Lille; Nicolas Bataille,
a Parisian producer-merchant who is also known to have
sold tapestries made in Arras; Jean Cosset, an Arras
producer who had close ties with his counterpart Pierre
de Beaumetz in Paris; Hennequin de Bruges, a Nether-
landish painter in the service of a French king—how is it
possible to assign either of the two editions of tapestries
woven after the same cartoons to any one of these weav-



ing centers and then to claim that the particular style of
the men or towns involved with their manufacture had
impressed itself on the tapestries? And yet in all but the
most recent literature the Apocalypse tapestries at An-
gers are regarded as showing the “style of Paris” in the
late fourteenth century and in some cases also the “style
of Nicolas Bataille.” In reality the only style they show is
that of the designer (and cartoon painter if he was not the
same man), possibly shaded by the taste of his client.

In order to establish the style of a weaving center—if a
regional style indeed existed there—one would have to
know for certain that the tapestries being analyzed for
this purpose were both woven and designed in one place.
But contemporary documents frequently indicate that
late medieval tapestries were designed by artists associ-
ated with places other than the place where the tapes-
tries were woven. For example we know that the Story of
Gideon series woven for Philippe le Bon was designed by
Bauduin de Bailleul of Arras but woven in shops directed
by Robert Dary and Jean de 1'Ortie of Tournai. The fact
that these two master weavers were located in Tournai
does not necessarily mean that the weaving shops were
also there nor that some of the weaving was not sub-
contracted to other shops. It seems unlikely that so
enormous a commission, involving some §50 square
meters of tapestry that were woven between 1449 and
1453, could have been executed without subcontracting
part of the work. To reverse the example, we know that
the Tournai painter Jacques Daret designed tapestries
for Arras producers. The Valenciennes painter Simon
Marmion registered as a member of the guild of Saint
Luke in Tournai so that he could design tapestries for
producers there. Giovanni and Piero de’ Medici each
sent designs from Florence via their agents in Bruges to
the producer Pierre de Los of Lille to have them enlarged
into cartoons and then woven as tapestries under his
direction. The Tournai producer Philippe le Scellier fur-
nished cartoons to weavers in Brussels and Audenarde.
Finally, it must be noted that for lesser stock, producers
and weavers frequently used cartoons made up from
parts of other cartoons or based on compositions or parts
of compositions borrowed from preexisting paintings
and prints, sources that might represent the styles of any
number of distant places.

There are very few extant late medieval tapestries
that are firmly fixed in time and space by documentary
evidence. Tapestries and documents have survived by
chance, and some of the most important weavings and
records that we know existed have not survived. The
documents that have been studied were chosen er-
ratically, and more often than not the choice of papers
reflects the researcher’s tendency to use local sources.

Furthermore, we do not know how to interpret some of
the most critical terms that occur in these documents.
The result of these and related limitations is that the
study of the art of tapestry weaving during the late
Middle Ages is still in its infancy, and the study of the
industry is not much farther along. However the recent
work of European scholars is producing new data and
broadening our understanding. These scholars have re-
turned to the classic sources published over a hundred
years ago and have found new insights in those docu-
ments. They have also brought to light quantities of new
archival sources not only in the Netherlands and France
but also in Spain, Italy, and elsewhere on the Continent.
They have emphasized the dangers of attributing any
given tapestry to a particular place and date without the
help of documents, and they have called attention to the
value of internal visual evidence like representations of
armorial bearings and fashionable details of dress and
furnishing in determining the date of a tapestry or the
cartoon after which it was woven. Most important of
all, they have made it clear that for the history of the art
of tapestry during this period the question of where a
tapestry was woven is of relatively minor importance. It
is far more significant to determine when the piece was
woven, who designed it or what it was designed after,
and who the patron and producer were.

ORIGINS AND ANCESTORS

The art of tapestry weaving in the West can be traced
through surviving examples back to the fifteenth cen-
tury B.C. Excavations at the tomb of Tuthmosis IV (ca.
1425-1417 B.C.) in Egypt yielded some fragments of
plain linen decorated with hieroglyphs pertaining to
Tuthmosis III (ca. 1504-1450 B.C.) worked with colored
yarns in tapestry weave into the plain linen. There was
another fabric in this find, entirely tapestry-woven,
showing the cartouche of Amenhotpe II (ca. 1450-1425
B.C.). The fragments are preserved in the Egyptian Mu-
seum in Cairo. These examples do not indicate that
tapestry weaving originated in Egypt at that time. Nor
can we be sure that the technique was practiced only in
that part of the eastern Mediterranean world. Textiles
happened to survive in Egypt from this period and later
because the mode of burial and the local climate favored
their preservation. There is every reason to believe that
tapestry-woven ornaments and furnishing fabrics were
produced in antiquity throughout the eastern Mediter-
ranean basin and probably also in Asia Minor and Eu-
rope. Conditions simply did not favor their survival. The
craft is a simple one, and we know that it developed
apparently independently in China and the Andes.
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Fig. 77. The Virgin and Child with the Archangels Michael and Gabriel; Christ in Majesty Above.
Tapestry icon, eastern Mediterranean, sixth century a.n. The Cleveland Museum of Art.



A number of tapestry curtains and hangings of the
fifth and sixth centuries (A.p.) have survived. One of
them, now in the Cleveland Museum of Art (fig.77),
shows the Virgin enthroned holding the Child on her lap
and flanked by the archangels Michael and Gabriel. In a
smaller compartment above, a pair of angels support an
oval cartouche containing a representation of the ma-
ture Christ enthroned. Of all the hangings that have
survived from the late classical and early Christian peri-
ods, this piece, with its developed pictorial form and
wide border, must be cited as the earliest known surviv-
ing ancestor of European wall tapestries.

We do not know where or when tapestry hangings
were first woven in Europe. The traditional view holds
that the craft traveled from Egypt and Asia Minor west-
ward across North Africa with the spread of Islam dur-
ing the seventh century, eventually entered Spain, and
from there the rest of Europe. However if we seek an
origin outside Europe then we must acknowledge the
possibility that Islamic settlers in southern Italy
brought the craft with them to the peninsula in the
ninth century. And yet what appear to be tapestry-
woven ornaments on garments represented in late Ro-
man and Byzantine paintings and mosaics produced on
the Italian peninsula suggest that the technique was
known there from antiquity. It is likely that tapestry
weaving was being practiced in most or all of Europe
throughout late antiquity and the early Middle Ages.
There is no other way to explain the fact that we
have sophisticated, fully developed tapestry weaving
exemplified in a few surviving twelfth-century Ger-
man tapestries (see the section Tapestry Weaving in
Germany below), as well as supremely expert work
in the late fourteenth-century Apocalypse tapestries
in Angers.

Theories favoring the notion that tapestry weaving
was imported from Islamic countries found support in
the German term Heidnischwerk (literally, “heathen
work”) and the French term tapisserie sarrasinois
(Saracenic tapestry). Proponents of this idea trotted
these terms out to demonstrate that in the Middle Ages,
when the terms were current, tapestry weaving was
regarded as being of Islamic origin. However, beyond
knowing that the two terms referred both to tapestry
weaving and knotted pile weaving, we do not know why
these terms were used.

LATE MEDIEVAL WEAVERS AND THEIR
PropucTs: PROBLEMS OF INTERPRETATION

The term tapissiers sarrasinois appears in the list of
trades whose statutes Etienne Boileau, then provost of

Paris, registered there between 1258 and 1270. As noted
above, the term tapissier did not necessarily designate a
weaver of tapestries: it could also refer to a supplier of
furnishing fabrics, an embroiderer, a restorer or keeper
of furnishing fabrics, or a producer-merchant. In any
case this reference indicates that men dealing in luxury
furnishing fabrics were operating in Paris during the
third quarter of the thirteenth century.

The terms tapis sarrasinois and tapissier sarrasinois
were used so loosely in medieval documents that at
present it is not possible to attempt to define them in
simple or consistent terms. It has been suggested that
the adjective sarrasinois indicates that the fabric was
constructed with a knotted pile in the fashion of oriental
carpets. While that may be true in certain early refer-
ences, it could not always have been so. For example, in
1386 the Paris merchant Jacques Dourdin sold to Phi-
lippe le Hardi some hangings showing the Story of the
Golden Apple and the Story of Jourdain de Blaye that
were described as “deux tapis sarrazinois ouvré a or, de
la fachon d’Arras.” If, as we believe, the term arras was
already being used as a synonym for the flat-woven,
pileless fabric we call tapestry, then this reference and
others like it suggest that the term tapis sarrasinois was
used to designate tapestry as well as knotted pile fabrics.
There are many late fourteenth- and fifteenth-century
texts that refer to one and the same man as a tapissier
sarrasinois and an hautelisseur. However, in a docu-
ment of 1303 concerning an altercation that the
hautelisseurs were having with the tapissiers sar-
rasinois in Paris, the hautelisseurs were referred to as
“une autre manieére de tapicier que ’on appelle ouvrier
de haute lice.” But as Salet has shown, the term
hautelisseur was not associated exclusively with a
weaver at the vertical loom; it also referred to men who
dealt in luxury furnishing fabrics including embroi-
deries, tapestries, and patterned yardage. Therefore we
cannot claim that the tapissiers sarrasinois differed
from the hautelisseurs in that the first worked at the
horizontal loom and the others at the vertical loom.

Another allied trade whose statutes Etienne Boileau
registered in Paris between 1258 and 1270 was that of
the “tapissiers de tapis nostrés.” Souchal suggested that
the fabric these men produced was neither tapestry nor
knotted pile fabric but a wool or part wool furnishing
fabric woven in standard lengths and, presumably, show-
ing a regularly repeating pattern rather than pictorial
subjects. That is possible, but it is conjecture; we do not
know for certain what the term means.

Salet pointed out that the word tapis could refer to a
wall hanging, a floor carpet, or a cover for a packhorse,
mattress, or trunk. This term, along with the Latin
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pannum and its Spanish and Italian forms pario, panno,
appears in contexts that clearly describe hangings of
many different kinds including tapestries, appliqué-
work wall hangings, and hangings worked with a needle.

Salet also suggested that a marcheteur was not a
weaver making tapestry at a horizontal loom fitted with
treadles (marches), as has been thought. In 1442 Jacque-
mart Largeche of Lille was referred to both as a
marcheteur and a hautelisseur; therefore, unless
Largeche used both horizontal and vertical looms, these
words were not limited to designating men by the kind
of loom at which they plied their craft. The inventory of
tapestries (1422) belonging to Charles VI of France con-
tains a number of citations of “tapisserie faicte a la
Marche” which, according to Salet’s new interpretation
of this term, referred not to tapestries woven on the
horizontal loom but to furnishing fabrics of lesser qual-
ity and price that had been made for stock.

It is hard to interpret the term patron in early docu-
ments, In some contexts it clearly signifies a prelimi-
nary sketch. In others, it refers to the full-size painted
cartoon from which the weavers worked. In yet other
contexts patron could mean one thing or the other. The
point is important since certain artists provided only
the sketch, others painted only the cartoon, and still
others executed both the preliminary sketch and the
cartoon.

The terms fin fil (or filé, fille) d’Arras and gros fil (filé,
fille) de Paris or fil délyé de Paris suggest to some histo-
rians that the tapestries containing these yarns were
woven in one city or the other. But in certain contexts it
becomes clear that these terms are simply descriptions
of grades or qualities of yarn. For example, in Charles
VI’s inventory of 1422, three tapestry valances are de-
scribed as “tappicerie d’Arras, de fil délyé de Paris” and
two hangings of the Old and New Testaments are de-
scribed as “de fille d’or et fille d’Arraz.” Did tappicerie
d’Arras mean that the fabric in question had been pro-
duced in Arras or simply in the manner of Arras, as the
frequently encountered term de la fachon d’Arras sug-
gests? Do the terms de I'oeuvre d’Arras and de 'ouvrage
d’Arras mean that the fabrics so designated were woven
in Arras, as the corresponding term de I'ouvrage de Paris
suggests that the piece in question was woven in Paris,
or simply that they exemplified some kind of work done
in one city or the other?

Until these and other contemporary terms are prop-
erly defined and understood, all histories of tapestry
will continue to express not absolute and objective
truths (which we have not yet grasped) but rather, like
the brief survey that follows here, simply the opinions of
the writer. But we are making progress. We are begin-
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ning to understand that diverse activity took place si-
multaneously in many different weaving centers and
tapestry markets and that this activity transcended re-
gional boundaries. It is no longer believed that the
Apocalypse tapestries in Angers were certainly manu-
factured in Paris nor that Paris was the chief tapestry
market of Europe during the last quarter of the four-
teenth century. It appears now that Arras harbored at
least as much tapestry production and marketing at that
time. Furthermore, it seems clear that tapestry weavers
and merchants were plying their trades not only in Paris
and Arras in the fourteenth century but also throughout
the southern Netherlands, in Bruges, Brussels, Ghent,
Lille, Louvain, and Valenciennes, and in other places as
well, including London. Now that the traditional hold
that Paris and Arras have had on our thinking has been
broken, it is a matter of searching for records in these
other places and of looking for evidence that tapestries
were being woven, and perhaps also designed, rather
than just marketed, in them.

The brief historical notes that follow were written
solely with the purpose of demonstrating that tapestries
were being designed, woven, and marketed in many
different places in late medieval Europe simultaneously
rather than (as it seemed in the recent past) chiefly only
in one place after another. These notes should also dem-
onstrate how rash it is to claim that more than a handful
of extant medieval tapestries can be associated with a
particular weaving center or producer, and those few
only by virtue of documentary evidence.

TAPESTRY WEAVING IN FRANCE AND THE
SOUTHERN NETHERLANDS, 1375-1I525

Because we know that Arras enjoyed a position of su-
premacy in the wool manufacturing and export trade at
least as early as the eleventh century, and also because
we have documentary references to the tapestry indus-
try there in the fourteenth century, we may ask whether
this story should begin in Arras as well as in Paris where
it is traditionally thought to have begun.

It has been suggested that when Arras became less
important in the wool trade around the middle of the
thirteenth century, that city’s capitalists realized that
they could maintain their strength by converting from
the manufacture of cloth to the weaving and trading of
luxury furnishing fabrics of various kinds. We may as-
sume that this new industry was well established by
1313, for in that year Mahaut, comtesse d’Artois, bought
from Ysabeau Caurrée, a textile merchant in Arras, five
hangings and two seat covers for the countess’s son’s



house in Paris. Between 1310 and 1320 she bought other
furnishing fabrics, some in Arras, others in Paris. They
may have been produced in one city or the other, in both,
or in neither one.

The conflict that the tapissiers sarrasinois had with
the hautelisseurs in Paris in 1303 suggests that men
who may have been tapestry weavers were working in
Paris at that time. At present the earliest reference we
have to a tapestry weaver or upholsterer in Arras dates
from 1317 when Jean de Créqui is mentioned as a ta-
pissier. In 1337 there is a reference to Thomas le Cordon-
nier, “ouvrier de haute lisse”—perhaps a tapestry
weaver. Among the properties listed in the testamentary
inventory of 1360 of Isabella, wife of Edward II of En-
gland, is a large old dossal “de opere de rivera d’Arras.”
Similar terms, like de I'oeuvre d’Arras, de I'ouvrage
d’Arras, de opere Atrabatensi, operis de Arras, crop up
frequently in fourteenth- and fifteenth-century inven-
tories and other records. The contexts suggest that the
writers using these terms are less concerned with desig-
nating the place where the textiles had been woven than
with describing the fabric itself in a generic sense; that
is, probably as tapestry. From at least the fourteenth
century onward that city’s name was used in this way, as
a synonym for “tapestry,” perhaps tapestry of some spe-
cial kind or quality, not only in French but also in Latin
(opus atrabatensum), English (arras), Italian (arazzo),
and Spanish (pario de ras). This, together with the fact
that at present we have more references to what we
believe was the tapestry industry in Arras than in Paris
during the first three-quarters of the fourteenth century,
would, on the face of it, suggest that the industry devel-
oped to a position of importance in Arras earlier than it
did in any other city in the northwest part of the Conti-
nent. This is pure conjecture. It may be that by chance
more Arras-related documents were preserved or stud-
ied than documents relating to other centers.

There are early references to the industry in other
cities. Johannes Crane, “tapijtwever” (tapestry weaver?),
was active in Brussels in 1321. The dukes of Brabant
bought tapestries in Brussels, their capital, in 1366. In
the preceding two years Jeanne, duchess of Brabant,
bought some chambers of tapestry from Jean Hont of
Valenciennes who was either a weaver or a merchant or
both. Jean Castelains, “ouvrier de haute-lice,” native of
Quévrain, entered the bourgeoisie of Valenciennes in
1368. The corporation of “tapissiers” (weavers or uphol-
sterers?)is first recorded in Ghentin 1336.In 1356 it was
said that there were sixty members in that corporation.
In 1352 Jean Capars of Arras, “ouvrier de haute lisse,”
was established at Tournai. We know also that there
were tapestry weavers and perhaps also upholsterers in

England at this time: fourteenth-century documents
there refer to Arras work and “tapicers.”

Few as these references are, they prove that any extant
tapestries of the fourteenth or early fifteenth century
that have been traditionally ascribed to Paris or Arras
might just as well have been woven in Brussels, Ghent,
Louvain, Valenciennes, London, or another place whose
early activity as a tapestry-producing center has not yet
been discovered. Surely it is because we know so much
more about Paris and Arras as tapestry centers during
these early years, and because we have before us tapes-
tries from the great Apocalypse series documented as
having been woven sometime between 1373 and 1380
through an agent in Paris and also pieces of the Story of
Saints Piat and Eleuthére documented as having been
woven in Arras in 1402, that these two cities have come
in for more than their proper share of attention.

Certainly, both Paris and Arras were bustling with
activity in the tapestry trade during this period.
Throughout the last quarter of the fourteenth century
and the early decades of the fifteenth, the kings and
queens of France, the dukes of Anjou, Berry, Burgundy,
and Orléans, and princes in other parts of Europe bought
quantities of tapestries from the great producer-
merchants of each city, some of whom were active in
both places. Nicolas Bataille, Jacques Dourdin, and
Pierre de Beaumetz appear to have been the busiest
suppliers in Paris. But Bataille sold some tapestries that
may have come from Arras. Dourdin operated both in
Paris and Arras. Pierre de Beaumetz worked in close
association with the Arras producer Jean Cosset. The
fortunes of the industry in both cities seem to have
waxed and waned according to the degree to which the
chief producers remained active. Nicolas Bataille’s
name fades out of notice at the end of the fourteenth
century, but Dourdin continued to provide tapestries
until his death in 1407. Pierre de Beaumetz sold tapes-
tries, primarily from Paris, until his death in 1418. What
has been regarded as the decline of Paris as a tapestry
center was probably more the result of his passing than
of the English invasion of 1420, which historians have
usually given as the reason for the weakening of the
industry there. In fact Paris continued as a tapestry
market, if not a manufacturing center, well into the
early years of the sixteenth century, after which manu-
facturing developed there again.

Arras continued as a tapestry center and grew more
important as the fifteenth century progressed but not,
as has been traditionally asserted, to the exclusion of
other south Netherlandish cities. During the first half of
the century, Tournai developed as a manufacturing cen-
ter and market. City ordinances dated 1397 and 1408
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mention regulations concerning respectively “ouvriers
a le marche,” “ouvriers de hauteliche,” and “draps
nommés hauteliche.” In 1423 the hautelisseurs of Tour-
nai broke away from the mercers’ guild and formed their
own corporation. In 1449 the rising producer-merchant
of Tournai, Pasquier Grenier, who was then described as
a marcheteur, was selling tapestries through ware-
houses in Bruges and Antwerp, both of which were fast
becoming the tapestry markets of Europe. He also sold
pieces directly out of Tournai and through agents in Puy
(Auvergne), in Lyon, and in Reims. In 1448 Philippe le
Bon ordered one of the most sumptuous series of tapes-
tries ever woven, the Story of Gideon, from the
merchant-weavers Robert Dary and Jean de 1’Ortie of
Tournai.

During this first half of the fifteenth century, Lille was
also active in the tapestry and upholstery trades. Robert
Poingon, who had directed the weaving of the Apoc-
alypse series for both Louis d’Anjou and Philippe le
Hardi, entered the bourgeoisie of Lille in 1398. During
the next thirteen years, Lille harbored six hautelisseurs
who were all natives of Arras or its environs. Relatively
large numbers of tapestry-woven furnishing fabrics
were sold in Lille during the second quarter of the cen-
tury. Pierre de Los, the leading producer in Lille during
the next few decades, was named in 1448 as one of the
three agents there of the brothers Truye, who seem to
have been the leading upholstery suppliers in Arras at
that time. In the same year the Truyes listed five agents
in Bruges. By then Bruges had become the chief tapestry
marketplace of Europe. It was there that in 1423 Phi-
lippe le Bon bought six pieces of the Life of the Virgin
from the Italian merchant Giovanni Arnolfini as a gift
for Pope Martin V. In 1439 the same duke bought a
Story of the Sacrament from the Bruges merchant Paule
Mélian. The tapestry or upholstery industries in Saint
Omer, Thérouanne, and Valenciennes had grown
enough to support respectively six, four, and three
agents of the Truye brothers of Arras,

This brief discussion of the industry during the first
half of the fifteenth century makes it clear that, far
from having a monopoly on the trade, Arras had to
contend with energetic competition from cities in the
rest of the southern Netherlands. Like Paris, Arras flour-
ished as long as aggressive producer-merchants func-
tioned within her walls. The three most important ones
were Jean Cosset, Jean Walois, and Guillaume au Vaissel.
Jean Cosset served as valet de chambre to Philippe le
Hardi and sold him a set of tapestries each year from
1385 to 1402. Between 1413 and 1445 Jean Walois en-
joyed the patronage of Jean sans Peur, Philippe le Bon,
and the duc de Touraine, among other princely clients.
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Both Cosset and Walois, like Guillaume au Vaissel,
owned stocks of cartoons and occasionally had cartoons
made for special commissions. These men also had in-
ventories of tapestries and warehouses in Bruges. They
engaged in the wine trade as well. In 1448 the Truye
brothers, the merchants in Arras, named ten agents,
including another brother, as their representatives at
home in Arras. Although Philippe le Bon bought tapes-
tries frequently in Tournai after 1450, at least one of his
sources there was Jehan de Gamand, an Arras merchant.
The luxury upholstery industry in Arras seems to have
diminished during the third quarter of the fifteenth
century, but tapestries continued to be sold there until
at least the second quarter of the sixteenth century.

Entrepreneurial energy seems to have waxed in Tour-
nai as it waned in Arras. However the two cities never
operated entirely independently. Two of Philippe le
Bon’s purchases demonstrate this quite clearly. In
1445 he ordered from the Arras producer-merchant
Guillaume au Vaissel a chamber of verdure tapestries
showing children going to school. The court accounts
for the next year record not only the duke’s payment to
Vaissel for the chamber but also a payment to Jehanne
Pottequin of Tournai for a tapestry wall hanging of the
same design, a piece that the duke had ordered to accom-
pany the chamber. The second instance concerns Phi-
lippe’s commission of the Story of Gideon to be woven
in the richest possible manner with silk, silver, and gilt
yarns as well as the finest wool, The dimensions were
impressive: the eight hangings had a height of approx-
imately 5.60 meters and a total running length of some
98 meters, an area of about 550 square meters. The
duke’s agents in the enterprise were his chamberlain
Philippe de Ternaut and his keeper of tapestries Jean
Aubry. Aubry was a native of Arras, and it may have
been he who chose Bauduin de Bailleul, an Arras painter,
as the designer. The agents also chose Robert Dary and
Jean de I'Ortie, two merchant-weavers living in Tournai,
to execute the hangings. In the same year the contract
was signed, 1448, these two men were named as agents
in Tournai for the Truye brothers, the merchants in
Arras.

The third Truye agent in Tournai was Pasquier Gre-
nier who sold quantities of important tapestries to Phi-
lippe le Bon and then Charles le Téméraire during the
second half of the fifteenth century. Most of what we
know about the industry in Tournai during this period
concerns these purchases. In August 1459, Philippe le
Bon bought from Grenier a chamber of tapestries of the
Story of Alexander comprising bed furnishings and six
wall hangings. Earlier in the same year Grenier’s son and
nephew took a group of tapestries, including a set of the



Story of Alexander, to Milan at the request of the duke,
Francesco Sforza. Although we have no record of that
duke’s having bought the tapestries, it has been sug-
gested that he did indeed buy them and that they even-
tually found their way into the hands of the Doria
family of Genoa. According to this theory, the two Story
of Alexander tapestries now in the Galleria Doria Pam-
phili in Rome (see fig. 61) came from that set. Other
specialists believe that these two tapestries belonged to
Philippe le Bon’s chamber of that subject. In either case,
it is believed that they were tapestries handled by Pas-
quier Grenier, whether they were woven in Tournai or
not. In 1461 Philippe bought a Passion in six pieces from
Grenier, and the next year he bought two other impor-
tant sets from the same merchant. One showed the
Story of Esther and Ahasuerus; the second was the Story
of the Swan Knight, in three pieces. Fragments from one
or more hangings of a Swan Knight set are preserved in
Cracow (fig. 62) and Vienna. Again, specialists do not
agree whether or not these pieces come from the duke’s
tapestries. In 1466 he bought two chambers of tapestries
from Grenier, one showing people with orange trees, the
other showing woodsmen. Until recently it was believed
that the fragments of a Story of the Seven Sacraments
preserved in the Metropolitan Museum (7a-¢), the Vic-
toria and Albert Museum, and the Burrell Collection
were vestiges of one or more tapestries that Grenier and
his wife were said to have given to their parish church of
Saint Quentin in Tournai about 1475. It is demonstrated
in this catalogue that the fragments came instead from a
hanging woven twenty-five to forty years earlier that
had belonged to Isabel la Catdlica of Spain. Sometime
before September 1472, Grenier supplied to the magis-
trate and Franc of Bruges, for presentation to Charles le
Téméraire, a Story of the Trojan War set. In 1476
Federico da Montefeltro made a partial payment to Jean
Grenier for a set of eleven Trojan War tapestries, and in
1488 Henry VII of England bought from Pasquier and
Jean Grenier another eleven pieces. Five pieces from
Henry’s set eventually appeared on the walls of the
Painted Chamber in Westminster Palace. By good for-
tune an architect made watercolor drawings of them in
1799 before they were removed from the walls and later
lost track of. These sketches, now in the Victoria and
Albert Museum, show parts of compositions that appear
in a particular group of Trojan War tapestries preserved
in this country and elsewhere (13a-c). Therefore we can
be certain that this Trojan War series, unlike the Alex-
ander, Swan Knight, and Seven Sacraments tapestries,
may confidently be associated with Grenier. This ex-
traordinary man died in 1493. He left his stock of tapes-
try cartoons to his sons and widow along with his other

property. But he left neither looms nor weaving mate-
rials. Having begun his career as a marcheteur (weaver
or merchant?}, he died as a substantial patrician of
Tournai.

Because we know so much about Pasquier Grenier’s
activities and also because so many extant tapestries
have been associated with him, he and Tournai with
him have dominated our view of tapestry weaving in
Europe during the second half of the fifteenth century.
We have been left with the impression that Tournai had
a monopoly on the industry during this period; but that
misconception is easily corrected. Men and women of
wealth bought tapestries at this time not only in Tour-
nai but also in Paris, Arras, Lille, Bruges, and Brussels. In
1442 René d’Anjou bought six tapestry hangings and
eight seat covers, all decorated with his coat of arms, in
Paris. When the Truye brothers of Arras named their
agents in 1448, they chose eight hautelisseurs in Paris,
more than they had appointed anywhere else outside
their own city. In 1459 the chapter of the cathedral of
Angers bought six tapestries of the Life of Saint Maurice
and His Companions from Jean Despaing in Paris and
the next year three pieces of a Life of Saint Maurille from
an unnamed merchant in the same city. The magistrate
of Tournai bought a chamber of tapestries in Paris in
1484 as a gift for one of Charles VIII's courtiers. The king
himself bought eight verdure hangings with shepherd
folk from the Parisian merchant Michel de Chamans in
1487.

The industry was also active in Arras in and after the
second half of the fifteenth century. A client of the first
importance, Charles de Bourbon, cousin and brother-in-
law of Charles le Téméraire and later a cardinal, bought
some tapestries of the Story of Godefroy de Bouillon in
Arras in 1469 while he was there as abbot of Saint Vaast.
In 1496, the Arras painter Jacquemart Pilet, who had
worked in Bauduin de Bailleul’s shop, designed five choir
tapestries of the Life of Saint Géry that were woven in
Arras by Jean de Saint Hilaire.

Only recently have we begun to understand the im-
portance of the industry in Lille during the second half
of the fifteenth century. The trade there can be traced to
the beginning of the fourteenth century, but the impor-
tant activity seems to have been concentrated in the
second half of the fifteenth century. In 1454 Philippe le
Bon paid Jehan Picart, a weaver in Lille, for six seat
covers showing the duke’s coat of arms. Four years later
Philippe ordered a hanging of the Baptism of Clovis
from Jehan Lecoq of Lille, a man who may have been a
weaver or a producer-merchant. It has been suggested
that this piece might have been woven after the cartoons
that served for the Story of Clovis tapestries represented
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by two extant pieces in Reims, pieces that have tradi-
tionally been attributed to the looms of Tournai. In 1467
the duke paid Camus Dugardin, a leading producer-
merchant of Lille, for some tapestries. A year later, his
son Charles le Téméraire ordered a tapestry seat cover
from the same man. In 1469 Charles de Bourbon, who
the same year bought the Story of Godefroy de Bouillon
in Arras, bought some wall hangings, a portiere, a seat
cover, and a carpet from Dugardin.

Meanwhile another producer-merchant of Lille was
enjoying the patronage of the Medici and their clients.
Pierre de Los is first mentioned in 1448 as one of the
Truye brothers’ agents in Lille. From that year until
1466 he lent tapestry cartoons executed on cloth to the
sheriffs’ hall in Lille to decorate it on festival occasions.
In 1453 he began to work with the Medici agents in
Bruges. Gierozzo de’ Pigli, Giovanni de’ Medici’s agent,
bought from de Los a Story of Samson tapestry chamber
for shipment to Astore Il Manfredi of Faenza, a client of
the Medici. At the same time Gierozzo commissioned
de Los to produce for his master in Florence five hang-
ings and a portiere of the Triumphs of Petrarch using
designs brought from Italy. The next year Gierozzo con-
veyed another Medici commission to de Los but this
time from Piero rather than Giovanni. Piero sent his
own master weaver, Jacquet d’Arras, to Bruges to super-
vise the production of six hangings, six bench covers,
and three portieres. The cartoons were to be sent from
Italy. Pierre de Los was to recruit the workers and gather
the materials while Jacquet would direct the weaving.
By 1459, when a third commission came from Florence,
Tommaso Portinari had replaced de’ Pigli as the Medici
agent in Bruges. In that year Portinari commissioned de
Los to produce for Giovanni de’ Medici three wall hang-
ings, three seat covers, and twelve cushions, all based on
the subject of the largest hanging, which showed six
seated figures separated by passages of verdure and pen-
dant coats of arms. The designs were brought from Italy
and converted into cartoons in de Los’s shops. Among
other tapestries that de Los had woven for Italian clients
was a suite of ten pieces that he produced for Gaspar,
count of Vimercato, in 1459.

While these Italians were ordering tapestries in the
southern Netherlands, others were having pieces woven
at home. They employed Netherlandish weavers in
patron-sponsored shops. Weavers from Arras staffed an
atelier at the court of Milan for the Sforza while another
group from Arras wove tapestries for the Este at Ferrara.
Other weavers worked in Mantua, Siena, Rome, Cor-
reggio, Venice, and Perugia. Weavers and producer-
merchants went to most of the same cities from Bruges,
Brussels, Tournai, and Paris. Presumably all the tapes-

68

tries produced in these shops were woven after Italian
designs.

Bruges is mentioned so often in documents as an
international tapestry market during the second half of
the fifteenth century that its role as a manufacturing
center is scarcely considered. Throughout this period,
from 1448 when the Truye brothers of Arras named five
agents in Bruges until the late years of the century, great
personages like Charles de Bourbon, Isabel of Spain,
Maximilian, and Marie de Bourgogne bought tapestries
in Bruges. Between 1502 and 1506, the widow of Jean de
Wilde wove fifteen pieces of a Life of Saint Anatoile for
the canons of that saint’s church in Salins. Shortly after-
ward Margaret of Austria ordered from Bruges eight
armorial hangings and a set showing thistles. By the end
of the sixteenth century Bruges had become an impor-
tant tapestry-weaving center as well as a marketplace.

Along with Arras, Bruges, Lille, Paris, and Tournai,
Brussels harbored an active tapestry industry during the
second half of the fifteenth century. There are records
indicating that during the second quarter of the century
some five hundred tapissiers (weavers or upholsterers?)
were active there. In 1446 the guild of tapissiers with-
drew from the corporation of wool workers and formed
their own guild. Some of these men were certainly tap-
estry producers or weavers. We have no idea what their
work looked like. The only surviving tapestry that can
be associated with a documentary reference to a
Brussels commission during the second half of the fif-
teenth century—and not with absolute certainty—is
the wall hanging showing the arms and emblems of
Philippe le Bon against a millefleurs ground that is now
in the Bernisches Historisches Museum (fig. 78). Many
historians believe that this is one of the eight such
pieces that the duke bought from Jean de Haze in
Brussels in 1466. Others believe that the Bern tapestry is
either an earlier or later version of one of the pieces in
that order, and yet other specialists have suggested that
it may be part of a similar set of hangings delivered to
the duke by Perceval van Hersele of Middelburgin 1470.
In 1467 Philippe paid de Haze for a chamber of verdures
decorated with rinceaux. In the same year he paid the
same man or another (the name was transcribed, per-
haps erroneously, from the manuscript record as Jean de
Rave] for six hangings of the Story of Hannibal that had
been sent as a gift to Pope Paul IL. In 1469 the magistrate
of Antwerp bought a chamber of tapestries from Jean de
Haze in Brussels as a gift for Charles le Téméraire. The
next year Charles bought four armorial tapestries from
de Haze, and in 1472 de Haze was mentioned as a “valet
de chambre” and “ayde de la tapisserie” to this duke.
While there can be no question that de Haze was work-



Fig. 78. Coat of Arms and Emblems of Philippe le Bon (incomplete at the bottom). Tapestry, southern Netherlands, probably
Brussels, about 1466. Bernisches Historisches Museum, Bern.

ing in Brussels during the third quarter of the fifteenth
century, we know that he was trained in Lille and en-
tered the bourgeoisie of that city in 1461. He served as a
sheriff of Lille throughout the years that he enjoyed the
patronage of the dukes of Burgundy in Brussels.

On June 6, 1476, the magistrate of Brussels issued an
ordinance to confirm an agreement that the Brussels
painters’ guild had reached with the tapestry weavers’
guild. The painters had complained because some
weavers were using cartoons or drawings executed on
paper with charcoal or chalk that had been made by
persons who were not members of the painters’ guild.
The painters opposed this practice and ultimately
agreed to let the weavers design for each other the ac-
cessory details—trees, animals, boats, plants, textile
patterns—in their “verdure” tapestries {landscapes,
millefleurs, or some other kind of greenery). Most histo-
rians have cited this ordinance as grounds for support-
ing a prejudicial and as yet unproved contention that
from that moment onward Brussels produced the most
painterly, pictorially sophisticated, and refined tapes-
tries in the southern Netherlands. Arguing from this
position and also from the attribution of the design of a
number of small, extremely refined altar tapestries to
the Brussels painters Vrancke Van Der Stockt and the
Master of the View of Saint Gudule, historians have
assigned these and related pieces to the looms of
Brussels. But in fact there is nothing to indicate that
such pieces, like the two tapestry dossals in the cathe-
dral of Sens (figs. 49, 63), or the Annunciation and Ado-

ration of the Magi in the Mobilier National (figs. 64, 65),
or the Madonna of the Living Water in the Musée du
Louvre (fig. 66)—although perhaps designed by Brussels
artists—were not woven instead in Bruges, Lille, Tour-
nai, or any other south Netherlandish weaving center
that was active during these years.

It has been suggested that the letters BRVXEL woven
into the lower border of the alb worn by the celebrant in
the Mass of Saint Gregory tapestry of about 1500 in the
Patrimonio Nacional in Madrid indicate the piece was
woven in Brussels. The composition shows a more con-
servative style and somewhat less painterly execution
than the tapestry dossals mentioned above; but it is
otherwise rich and refined, like the dossals and the few
hangings of the next quarter century that are docu-
mented as having been woven (or probably having been
woven) in Brussels. The earliest of these is the Legend of
Herkinbald in the Musées Royaux d’Art et d’Histoire in
Brussels (fig. 70). The Brotherhood of the Holy Sacra-
ment in the Church of Saint Peter in Louvain commis-
sioned the piece. In 1513 they paid Jan van Roome of
Brussels for making the original design, a certain Philips
for painting the cartoon, and a Brussels weaver named
Lyoen for weaving the hanging. The other documented
tapestries of this period are the four pieces of the Legend
of Notre-Dame du Sablon set which were commis-
sioned in Brussels in 1516 or 1517, completed in 1518,
and believed to have been designed by the Brussels artist
Bernaert van Orley (fig. 71). Two of the pieces are com-
plete; one is in the Musées Royaux d’Art et d’Histoire in
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Brussels, the other is in the State Hermitage Museum in
Saint Petersburg; fragments of the other two hangings
are now in the Hotel de Ville and the Musée Communal,
both in Brussels, the Staatliche Museen in Berlin, the
Burrell Collection in Glasgow, and the Musée Ile-de-
France in Saint-Jean-Cap-Ferrat.

In 1521 the last of the twelve Acts of the Apostles
tapestries, designed by Raphael and produced by the
Brussels tapestry entrepreneur Pieter van Aelst, came
off the loom. A few years later van Aelst was producing
for the emperor Charles V the magnificent set of hang-
ings called Los Honores which is now in the collection of
the Patrimonio Nacional in Madrid. Here are two sets of
tapestries that were certainly produced in Brussels, and
they are supremely rich and refined. Van Aelst’s signa-
ture has been identified on two weavings of Christ
Carrying the Cross, one in Madrid, the other in the
Museo Diocesano in Trent where there is also a signed
Resurrection from the same Story of the Passion series.
Another signed hanging, a Bathsheba at Her Bath, is in
the Schloss Sigmaringen, Germany. Many other hang-
ings of the highest quality have been attributed to van
Aelst’s enterprise among which may be cited the four
Life of the Virgin tapestries (the so-called parios de oro)
and the Mass of Saint Gregory, all in the Patrimonio
Nacional, and the four versions of the so-called Glori-
fication of Christ, one of which is in The Cloisters and
now called Christ the Judge on the Throne of Majesty
(see 27a—c).

At present we cannot say whether the consistently
high quality of the design and execution in tapestries
associated with van Aelst’s name is due to the man’s
own insistence on excellence or to the standards set by
the Brussels corporation of tapestry weavers. Certainly
van Aelst was in a position to influence much or all of
the tapestry production in Brussels during the first quar-
ter of the sixteenth century. Born about 1450 in Enghien
and trained in Alost (or Aelst) as a weaver, he settled in
Brussels in the late fifteenth century where he became a
prominent producer-merchant. Soon he was appointed
tapissier to the archduke Philippe le Beau and later to
the courts of the Empire and the Holy See. So it is not
unreasonable to believe that Pieter van Aelst, with the
support of his powerful and wealthy patrons, raised the
art of tapestry weaving in Brussels in the first quarter of
the sixteenth century to a pinnacle of excellence that
may never have been reached before.

However we cannot be sure that Brussels produced
nothing but superb tapestries during the first quarter of
the sixteenth century and that superb tapestries of that
period were being produced only in Brussels. There is
good reason to believe that tapestries of the first quality
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were being manufactured elsewhere as well. In Tournai,
for example, where the producer-merchants and pre-
sumably also the weavers remained actively engaged in
the industry throughout these years, Pasquier Grenier’s
sons Jean and Antoine continued their father’s highly
successful trade. In 1497 Antoine sold an altar frontal
showing the Adoration of the Shepherds to the arch-
bishop Georges d’Amboise for the episcopal palace in
Rouen, and in 1508 he sold other pieces to the same
patron for the chateau de Gaillon. Although Philippe le
Beau had bought tapestries from Pieter van Aelst in
1497 and appointed him tapissier in 1502, the archduke
patronized Tournai producer-merchants as well. In 1501
he bought four tapestries “a personnages a maniere de
Bancquet” from Colart Boyart, and in 1504 he paid Jean
Grenier for a tapestry “a la maniére de Portugal et de
Indye” which was described as “bien richement faicte.”
The next year he paid the same Tournai merchant for six
“histoire du Bancquet” hangings that were qualified as
“riche” and also for two chambers of tapestry, one show-
ing vintners, the other woodsmen. Hangings described
as “bien richement faicte” and “riche” at this time
would have contained metal as well as silk yarns along
with the woolen ones. In 1510 the emperor Maximilian
acquired from Arnould Poissonnier, another leading
Tournai merchant, eight hangings showing the tri-
umphs of Julius Caesar, a chamber with a falconry
theme, and some pieces “a ystoire de gens et de bestes
sauvaiges a la manieére de calcut.”

The records we have concerning the industry in Tour-
nai during the first quarter of the sixteenth century are
full of references to commissions that city officials gave
to local producer-merchants. These involve tapestries
that were sent as state presents to representatives of the
various governments which controlled Tournai in suc-
cession during these troubled years. The French lost
Tournai to the English in the autumn of 1513 when
Henry VIII took it during his invasion of northern
France. In 1517 Henry sold Tournai to Frangois I, who
held it until 1521 when it became one of the possessions
of the emperor Charles V. At each turn the magistrates
or city council of Tournai gave tapestries to the succeed-
ing governors. These city officials bought tapestries
from Jean Grenier, Arnould Poissonnier, Jean Devenin,
Clément Sarrazin, and others. Among the subjects men-
tioned were the “Voyage de Caluce,” “douze mois de
I’année,” “histoire d’Hercule,” and “cité des dames.”
These and other series, whose titles vary slightly in
phrasing and spelling from one document to another, are
cited repeatedly in Tournai records of the first third of
the sixteenth century. Arnould Poissonnier’s testamen-
tary inventory of 1522 lists among other tapestries sev-



enteen pieces of the “histoire de Carrabarra dit des
Egiptiens.” A number of extant tapestries show com-
positions suggesting this title, and we have others that
can be associated with most of the other titles in the
documents.

Historians depended upon these and similar tapes-
tries to define a so-called “style of Tournai” for the first
third of the sixteenth century which involves not only
the character of the figures and landscapes but also the
border patterns. It has been thought that those borders
are different from the ones used in Brussels. Although
these criteria no longer seem reliable, many tapestry
specialists still classify as Tournai work certain tapes-
tries of the first third of the sixteenth century that do
not rise to the standards of excellence traditionally asso-
ciated with Brussels pieces. However the tapestries that
Philippe le Beau bought from the Tournai producer-
merchant Jean Grenier in 1504 and 1505 were described
as “bien richement faicte” and “riche.” Therefore, un-
less one believes that Grenier was selling Brussels tapes-
tries, which is certainly possible, it appears that some
tapestries of the first rank may have been produced by
Tournai entrepreneurs at this time. Conversely, some
hangings of lesser quality that show versions of com-
positions known {or thought) to have been produced in
Brussels may in fact be Brussels products made for a
lesser market rather than—as has been suggested—
Tournai pieces. Some extant pieces of the “douze mois
de I'année” and of “los honores” fall into this category.

At present we have little information about the tapes-
try industry outside of Brussels, Tournai, Arras, and
Paris during these years, although documents make it
clear that tapestries were being woven in most of the
southern Netherlands, particularly in Enghien, Gram-
mont, Ghent, Bruges, Alost, Antwerp, Louvain, and
Middelburg. In Arras Jacquemart Pilet and other paint-
ers who had trained and worked with Bauduin de
Bailleul continued to design tapestries, stained glass,
mimes, and other projects at least until the opening
years of the sixteenth century. The guild of tapissiers of
Arras changed their regulations for the last time in 1528.
The industry seems to have declined and disappeared
soon afterward. Paris fared better. Erard de la Marck,
who made an important collection of tapestries during
this period, commissioned two series of choir tapestries
in Parisin 1514, and it has been suggested that they were
probably woven there. De la Marck and Georges dAm-
boise bought other tapestries in both Paris and Tournai.
In 1514 Francois d’Angouléme bought some pieces of a
Twelve Months of the Year set from Michel de Chamans,
a Tournai merchant operating in Paris. The future king
also bought in Paris a suite of tapestries of Leda and her

Nymphs from the tapissiers (weavers or merchants?)
Miolard and Pasquier de Montaigne. In 1543, Cardinal
Givry, bishop of Langres, ordered a set of tapestries of
the Life of Saint Mamas. The cartoons were designed by
Jean Cousin the elder and woven by Pierre II Blassey and
Jacques Langlois, the two Parisian weavers who are
thought to have established the tapestry workshop at
Fontainebleau about 1540.

Soon the days of uncertainty about a tapestry’s place
of origin would be over, at least in the Netherlands. On
May 16, 1528, the magistrate of Brussels issued an ordi-
nance requiring that every tapestry woven in that city
that contained more than six square aunes {about 3%/3
square meters) be marked in a certain way. At one side of
the bottom border must appear the mark of the weaver,
merchant, or upholsterer who had it woven, and at the
other side must appear the city mark, a small red shield
flanked by the letters B B (for Brussels and Brabant). The
tapestry had to show these marks before it could be sold
or delivered to the buyer. This ordinance anticipated by
some years a general edict issued from the imperial
court in 1544 which required that all weaving centers in
the Netherlands mark every tapestry costing at least 24
sous per square aune with the mark of the city where it
was woven. Certain irregularities occurred. Since Brus-
sels tapestries were highly regarded, the city name was
occasionally woven illegally into pieces woven else-
where, or legitimate Brussels marks might be removed
from one tapestry and fitted into another. In any event,
by the time these regulations were observed to the letter,
the Middle Ages had passed.

MILLEFLEURS TAPESTRIES

To judge from the quantities of tapestries showing this
generic kind of pattern that have survived, they were
woven in very large numbers between roughly 1400 and
1550. The element they share, and on the basis of which
they have been treated in the literature as a kind of
subgroup in the body of late medieval tapestries, is the
background rendered as a flat plane of color, usually
dark green but occasionally pinkish red, studded with
many varieties of blooming plants, floral sprigs, or
flowering branches with broken or cut ends. Figures,
animals, trees, heraldic motifs, and other kinds of ob-
jects are set against this background of “a thousand
flowers,” a modern term used to designate the group. In
their time these tapestries were probably referred to as
verdures, although that term also was applied to tapes-
tries showing landscapes or other kinds of greenery. The
subject matter in a millefleurs piece, when it is not
purely ornamental in character, deals with hunting,
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Fig. 79. A Mon Seul Desir, one of the hangings from the set The Lady with the Unicorn. Tapestry, France or the southern

Netherlands, late fifteenth century. Musée de Cluny, Paris.

courtly or country life, mythology, allegory, heraldry,
and narrative or devotional Christian themes. The most
celebrated example of the group is the enchanting Lady
with the Unicorn series in the Musée de Cluny in Paris
(fig. 79).

Recent research has shown that tapestries of this kind
were certainly woven in Brussels, Tournai, Ghent, and
Bruges. But it is likely that they were woven in all the
tapestry-producing centers of the southern Nether-
lands. Historians had proposed earlier that millefleurs
tapestries were woven by itinerant weavers who worked
for patrons in the Loire valley where so many examples
have been found. Another group of country-life tapes-
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tries, related to these in style and general character but
without the flowered grounds, was also attributed to
France. There is no documentary support for the itiner-
ant workshop theory and no real evidence that tapes-
tries like these were woven in France. We now believe
that both groups of tapestries, although perhaps de-
signed by French artists, were woven in the southern
Netherlands and exported to France and also to Italy
where paintings of the period show millefleurs hangings
fairly frequently.

There are two millefleurs tapestries in this collection
whose style and fashionable accessories place them in
the first quarter of the fifteenth century (3a, b). A few



related examples in other collections may date from
around the middle of the century. The earliest piece that
can be dated by document fairly exactly is the example
in Bern showing the coat of arms and emblems of Phi-
lippe le Bon (fig. 78). It is considered to be one of eight
such pieces that the duke bought from Jean de Haze in
Brussels in 1466 or part of a somewhat earlier or later
series. The next documented piece dates from about
1480. It is the tapestry showing an armored knight on
horseback and the coat of arms of Jean de Daillon, for
whom it was woven in Tournai (fig. 75). The latest
millefleurs tapestries that can be firmly dated are the
three pieces showing angels carrying the instruments of
the Passion preserved in the chapel of the chateau d’An-
gers. They show the coat of arms of Charles de Rohan
and his wife and can be dated by means of these bearings
between June 1512 and April 1513.

Figures that appear in one millefleurs tapestry some-
times turn up in another, usually in a different context.
Often single figures or groups of figures have no logical
relationship to one another and seem to have wandered
into a verdant field with no common purpose. The
weavers evidently used stock figures taken from any
number of sources and simply combined them more or
less at random. However in many examples the figures
engage in simple narrative activities; and in these in-
stances they may have been designed especially for the
pieces or borrowed from pictorial tapestries or from
secondary sources showing groups rather than single
figures.

TAPESTRY WEAVING IN GERMANY, I350-I550

Late medieval tapestries woven in the parts of Europe
that Germany and Switzerland now occupy have sur-
vived in large numbers. They are products of looms
located primarily in the Rhineland, from Cologne to the
Lake of Constance, including the adjacent parts of
northern Switzerland; in central Germany, especially
around Nuremberg; and in Lower Saxony. At present we
know much less about medieval tapestry weaving in
this region than in the southern Netherlands, but our
knowledge is expanding rapidly thanks to the research
that Cantzler, Heinz, Rapp and Stucky-Schiirer, and von
Wilckens have published in recent years.

The oldest European tapestries and pictorial knotted
pile hangings we have were woven in Germany. The
earliest piece, believed to date from about 1150, wWas
discovered after World War II in the cathedral in
Halberstadt, Germany, where it is now preserved. Itis a
fragment of a large knotted pile carpet or hanging, prob-
ably made locally, showing a wide ornamental border

enclosing parts of two arcades, one above the other, each
of which contains a figure. Fragmentary inscriptions
identify one of the figures as Temperantia, one of the
seven Virtues, and the other figure as Xenocrates, one of
the seven philosophers of antiquity. Fragments of an-
other knotted pile hanging, dating from about 1200 and
believed to have been woven in a convent in nearby
Quedlinburg, are preserved there in the parish church of
Saint Servatius. They are part of a hanging made of
knotted pile fabric, and they show figures from the story
of the marriage of Mercury and Philology in the prose-
and-verse allegory De Nuptiis Philologiae et Mercurii et
de septem Artibus liberalibus libri novem, by the fifth-
century writer Martianus Capella (fig. 80). (A fragment
of German knotted pile fabric of considerably later date,
about 1500, is in the Metropolitan Museum. It comes
from a hanging or cover of the Annunciation and shows
part of Gabriel’s body, some of the words in his greeting,
the pot of lilies, and part of a border [fig. 81].)

The earliest tapestry-woven example in this group of
medieval German weavings comprises three fragments,
one in the Germanisches Nationalmuseum in Nurem-
berg, another in the Musée Historique des Tissus in
Lyon, and the third in the Victoria and Albert Museum
in London. The pattern does not show human figures
but a purely ornamental design derived from some Byz-
antine silk weaving, of which likely examples exist,
with a typical drawloom-woven repeating pattern (figs.
82, 83). The design unit in the tapestry consists of a
roundel enclosing a griffin attacking an ox, and there is
an outer rectangular border showing a leafy arabesque
punctuated with ox masks. The tapestry is believed to
have been woven in Cologne during the second half of
the eleventh century.

The oldest German tapestries that show human fig-
ures are preserved in the cathedral of Halberstadt. It is
believed that they were all woven locally, in Lower Sax-
ony. Of the three pieces in the cathedral, two are long
and narrow and may have been woven as choir hangings.
The longer of the two, which is just over ten meters long
and a bit more than a meter high, shows scenes from the
story of Abraham (fig. 84) and, at the extreme right,
Saint Michael slaying a dragon. It has been dated about
1150. The second long piece is almost nine meters long
and just over a meter high. In the center is a representa-
tion of Christ seated in a mandorla which is supported
by the archangels Michael and Gabriel and flanked by
six apostles at the left and six at the right. This piece has
been dated about 1170. The third tapestry in Hal-
berstadt is more or less square. It shows Charlemagne
seated in a lozenge-shaped compartment in the center
and incomplete figures of four ancient philosophers, in-
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Fig. 8o. The Marriage of Mercury and Philology, fragment of a
knotted pile hanging or carpet. Lower Saxony, Quedlinburg,
about 1200. Church of Saint Servatius, Quedlinburg.

Fig. 81. Angel of the Annunciation, fragment of a knotted pile
hanging. Southwest Germany, early sixteenth century. MMA,
Rogers Fund, 1928 (28.15).

cluding Cato and Seneca, in the triangular corners of the
field. This example has been dated somewhat later than
the other two, in the first half of the thirteenth century.
By good fortune, a large fragment of an embroidered
hanging from Lower Saxony has survived and is now in
the Kunstgewerbemuseum in Berlin. It dates from about
1160-70. It shows scenes from the New Testament en-
closed within a border of compartments containing pal-
mettes or busts of saints. The figure style and general
composition relate this piece intimately to the long,
narrow tapestries in Halberstadt.

These large hangings prove that ambitious weaving
and embroidery projects were being executed in Ger-
many by highly skilled needleworkers and weavers, dur-
ing the twelfth and thirteenth centuries; but we have no
evidence that these craftsmen and women functioned in
the context of a highly capitalized and organized luxury
industry like that which existed in the fourteenth to
sixteenth centuries in the southern Netherlands. At
present, it appears that the industry did not develop
along similar lines in Germany until considerably later,



some years after a number of professional weavers from
the Netherlands settled there in the second half of the
sixteenth century.

According to all but the most recent literature, tapes-
tries woven in Germany and northern Switzerland in
the fourteenth to mid-sixteenth centuries were domes-
tic or monastic products made either by civilian women
at home or by nuns in convents. A number of considera-
tions encouraged historians to reach this conclusion. In
all the known depictions of German tapestry weavers of
this period, only nuns are shown at the looms (see, for
example, fig. 85). Also, as Rapp and Stucky-Schiirer
noted, the names of tapestry weavers (Heidnischwerkez,
Heidnischwerkerin, in the feminine) that have survived
in contemporary household and convent account books,
city tax rolls, and court records in the Basel-Strasbourg
region are preponderantly women’s names. The same
two authors reconsidered earlier interpretations of these
and other documents that mention tapestries, weavers,
patrons, and tapestry-weaving equipment and materials
and concluded that other interpretations can be made of
the same data. Rapp and Stucky-Schiirer argued that, at
least for the region of Basel-Strasbourg, the frequent
mention of tapestries, materials, and equipment in do-
mestic and monastic accounts and inventories does not
necessarily indicate, as earlier historians had thought,
that the residents of those houses or convents wove
tapestries themselves but, instead, that they were civil-
ian or religious patrons who employed professional
weavers to make tapestries. These were modest estab-
lishments: most German tapestries that have survived
from the fourteenth, fifteenth, and early sixteenth cen-
turies are small and simply executed, obviously not the
products of a large workshop having elaborate equip-
ment, expensive stocks of materials, and a large staff of
weavers.

This paints quite a different picture of the tapestry
industry in Germany at this time, at least in the Basel to
Strasbourg area. The image we had cultivated of girls
and women weaving tapestries as amateurs at home or
in convents now becomes one of women, and some men,
trained for this profession, plying their trade as indepen-
dent employees in a kind of cottage industry system in
which a patron provided the workplace, the equipment,
and the materials and also had a role in distributing the
employee’s work. The high quality of most of these
tapestries supports this newer concept of the craft struc-
ture. On the other hand, a fair number of less well
executed tapestries have survived, and so it is reason-
able to ask whether weavers with less than professional
skill were also producing tapestries. We know that some
nuns wove tapestries, for a few late medieval German

tapestries (see an example in fig. 85), and one painting,
show them working at small tapestry looms, and we
have documentary evidence that nuns in Nuremberg
were weaving tapestries. It has been claimed, but not
proven, that burghers’ daughters wove tapestries.

As for the patterns and looms, references in contem-
porary documents indicate that artisans were employed
in the Basel-Strasbourg region to paint cartoons
(Bildner) for tapestry weavers, and it is fair to assume
that the same activity was carried on also in other parts
of Germany and neighboring Switzerland. We know
from the reports of men who saw tapestry weavers at
work in the late fifteenth and early sixteenth centuries
that both horizontal and vertical looms were used. After
reviewing literary evidence and the physical evidence in
the tapestries themselves, Rapp and Stucky-Schiirer

Fig. 82. Griffins Attacking Oxen, fragment of a tapestry, from
the Church of Saint Gereon, Cologne. Germany, Cologne (2},
1050-1100. Germanisches Nationalmuseum, Nuremberg.

Fig. 83. Griffins Attacking Quadrupeds, fragment of
drawloom-woven silk. Byzantine, eighth century. Museum of
Fine Arts, Boston.
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Fig. 84. The Three Angels at Abraham’s Table, detail of the Abraham and Michael tapestry. Lower Saxony, Quedlinburg (?),

about 1150. Cathedral, Halberstadt.

concluded that weavers in the Basel-Strasbourg area
used only vertical looms.

The technique of weaving in the late Middle Ages was
the same in Germany as it was in the Netherlands,
including manipulations like dovetailing, interlocking,
and hatching. However certain procedures, and some
materials, were different. In places where German
weavers did not use hatching, they produced middle
tones by juxtaposing tiny blocks of different colors in a
checkerboard pattern. Occasionally German weavers
did not blend tones but simply placed areas of unmodu-
lated color next to each other. The warps in their tapes-
tries invariably were made up with linen, rather than
woolen, yarns. Like the wefts in Netherlandish tapes-
tries of the same period, the wefts in German pieces
were made primarily of wool. The richer pieces also
contained silk and metallic yarns. However unlike the
Netherlandish pieces, German examples occasionally
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contained wefts spun of cotton, linen, and goat’s hair,
with bleached linen or white goat’s hair serving in some
cases as a substitute for white silk. In many instances,
these weavers did not give their figures facial features on
the loom but embroidered the features into place after
the fabric had been woven.

Most of these tapestries were woven from end to end
rather than from bottom to top so that, like the warps in
most Netherlandish tapestries, these warps lie horizon-
tally when the pieces are hung. Since most of the tapes-
tries are no more than a meter high, they could be woven
on very narrow looms. The same is true of a small group
of fifteenth- and sixteenth-century German tapestries
with tall, narrow formats that were woven from bottom
to top, with warps running vertically rather than hori-
zontally (see 57). However some of the tapestry funeral
hangings and bier covers that have survived, which are
two to three meters high and woven from end to end,



required wide looms. Judging from the tapestries that
have survived from the late Middle Ages in Germany,
we conclude that wide tapestry looms were the excep-
tion in that culture. It was not until after Netherlandish
weavers began to work for patrons in Germany in the
second half of the sixteenth century that the character-
istically taller patterns and wider looms of the Nether-
lands became common in Germany.

During the fourteenth, fifteenth, and early sixteenth
centuries, the subject matter of German tapestries was
drawn from the Old and New Testaments, the lives of
saints, love poems, romances, and allegories. Both con-
temporary civilian men and women and wild folk ap-
pear in the secular pieces, the wild folk constituting a
theme category of their own in the fifteenth century.
Like many tapestries woven in the southern Nether-
lands, some of these examples contain inscriptions that
explain the action represented. However in the German
pieces, the inscriptions convey the characters’ speech
rather than the author’s narrative or descriptive text.
The words usually appear on curling scrolls whose sin-
uous curves are exploited for their decorative value in
the total design.

Since dates and coats of arms are represented in cer-
tain late medieval German tapestries, it has been possi-
ble to arrange some of them in chronological and
geographical order. With this information in hand, spe-
cialists have attempted to establish stylistic criteriaas a
means of dating a tapestry and identifying its place of
manufacture. Certainly, well-executed tapestries with
elaborate compositions have enough artistic individ-
uality to enable one to make valid stylistic judgments
that may lead to an informed estimate of the date of
manufacture. But, while it seems likely that tapestries
showing the same or similar styles were woven in the
same place as well as in the same time frame, in most
instances there are no documents to confirm that as-
sumption. To make attributions based on that assump-
tion is to imply that we know German tapestries were
woven exclusively after designs that originated locally,
that the pieces woven in a particular shop or by a partic-
ular weaver show characteristics exclusive to that shop
or weaver, and, finally, that we are certain that all Ger-
man tapestries showing coats of arms were woven in the
immediate locality where the person or persons repre-
sented by those arms lived. All of that may be true; but
since we know that none of it is true in regard to tapes-
tries woven in the southern Netherlands, we believe it is

prudent to reserve judgment about contemporary Ger-
man tapestries until we have more documentary evi-
dence concerning the specific production practices that
were current in Germany and northern Switzerland in
the late Middle Ages.

The characteristic long, narrow tapestries that have
survived from this culture were designed as altar
frontals, dossals, or choir hangings if the subjects were
religious, or, regardless of whether the subjects were
secular or religious, as hangings (Riicklaken) to be used
on walls in domestic settings above long seats or chests.
Small squarish pieces were made to cover cushions, and
larger squarish ones served as wall hangings or covers
for tables and other horizontal surfaces. A few tall, nar-
row pieces, with formal floral textile patterns and warps
running vertically rather than horizontally, were pre-
sumably woven to be made into curtains or furnishing
fabrics or, perhaps, bier covers (see 57).

Fig. 85. TwoDominican nuns working at a high-warp tapestry
loom. Detail from the lower border of a tapestry showing
scenes from the Passion. Germany, Franconia, end of the fif-
teenth century. Cathedral, Bamberg.
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Selected Sources and Suggestions for

Further Reading

The following list of publications includes works that
the present author used in preparing the preceding intro-
ductory essays. The list also serves as a guide to the
reader who wishes to learn more about the history of
the art and industry of tapestry in the Middle Ages. The
selections include the classic works dealing with this
subject as well as more recent publications (dating after
1960) which express points of view that question the
traditional opinions and open fresh avenues of inquiry.
Additional sources concerning medieval tapestries are
cited in each catalogue entry under the headings Exhibi-
tions, Publications, and Notes.
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I

Heraldic Composition with the
Arms of Beaufort, Turenne, and
Comminges

Fragment from a suite of room furnishings

Southern Netherlands, 1350-75

Wool warp, wool wefts

7 ft. 7 in.x 3 ft. 93/4 in. (2.31 m X 1.16 m)
12 warp yarns per inch, § per centimeter
Rogers Fund, 1946 {46.175)

CONDITION

The hanging is composed of a number of irregularly
shaped fragments of tapestry weaving joined together.
We can distinguish two large and eighteen small pieces
in this mosaic, but some of them may comprise even
smaller fragments whose contours are not apparent. The
edges of the pieces were joined by means of reweaving
with new warp and weft yarns. There are also small spot
repairs by reweaving throughout the piece but espe-
cially in its lowest third part.

DESCRIPTION AND SUBJECT

The pattern shows lozenge-shaped units arranged as a
trellis. The motifs are rendered in polychrome tones
against a ground of dark blue. A chevron-shaped battle-
mented wall, with a turret at the center and each end,
defines the lower contour of each unit. An angel stands
in each outer turret and bends forward at the waist,
extending one arm diagonally downward, the other diag-
onally upward. Their raised hands support an open coro-
net whose upper edge shows fleurs-de-lis alternating
with low points. A double five-petaled rose drawn in
frontal view appears above each coronet, and it carries in
its own center a round shield charged with armorial
bearings. A pair of storks, the legs spread wide apart,
stretch out between the roses and the end turrets, press-
ing their bodies close to the angels’ wings. Within each
lozenge-shaped compartment formed by the contours of
wall, angels, birds, coronet, and rose there appears an
animal wearing a mantle charged with armorial bear-
ings. The species of the animals, as well as the arms on
their mantles, vary according to the unit’s position in
the overall design. The blazon in the center of the rose
also changes as the rose changes position. The animals

inside the lozenges are arranged so that unicorns, lions,
stags, and an elephant appear in diagonal rows and face
alternately left and right. Some of the animals wear
mantles showing the coat of arms of Beaufort {argent, a
bend azure accompanied by six roses gules in orle) quar-
tering Turenne (bendy or and gules), which represents
Guillaume III Rogier, comte de Beaufort. Other animals
wear mantles showing Beaufort dimidiating Com-
minges (argent, a cross paty gules [alternately described
as gules, four otelles argent in saltire]) with the addition
of four small shields of Turenne placed on the arms of
the cross (or, the spaces between the otelles) which iden-
tify this dimidiated blazon specifically as that of Ali-
énor de Comminges who, as the wife of Guillaume III
Rogier de Beaufort, bore her husband’s arms in the dex-
ter half of her shield and, in the sinister half, the arms of
Comminges differenced by the four shields of Turenne
to represent her claim to the viscountcy of Turenne in
her own right.r The centers of the roses display either
Beaufort or Turenne; the Comminges arms do not ap-
pear in the roses. Elie de Comminges (1972, 283) be-
lieved that since the tapestry was woven for Guil-
laume III Rogier de Beaufort there was no reason to in-
clude his wife’s arms in the roses. If that observation is
correct, one wonders why Aliénor’s arms appear in the
pattern at all.

Using examples in the Burrell and Thyssen collec-
tions (see Related Tapestries) de Comminges (1972,
271-72, pls. 2, 3) analyzed the standard pattern system
and then commented on the variations found in all the
other surviving pieces (1972, 272-78, pls. 4-11; see also
Related Tapestries in this catalogue entry). As de Com-
minges observed, the example in the Metropolitan
Museum departs more from the norm than any of the
others does. The second diagonal row from the bottom
ought to contain only elephants; instead it has two
unicorns and one elephant. The row containing stags
ought to appear between the rows of unicorns and of
lions rather than to the right of the elephants. Some
of the animals heading left wear mantles with the arms
of Beaufort quartering Turenne and some of those head-
ing right wear Beaufort dimidiating Comminges, which
is the reverse of the norm. The sequence of arms inside
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the roses is also irregular. The standard pattern shows
rows of one blazon alternating with the other in the
vertical direction, but here the arms in the roses do not
follow that or any other system. The uppermost center
rose is the only one in all the surviving fragments that
shows the Beaufort blazon in its correct left-right orien-
tation. In all the other hangings with this pattern the
centers of the roses show this coat of arms and the
Turenne arms in reverse.

As de Comminges (1972, 272) wrote, the mantles on
the animals in the standard pattern are blowing out
behind them, and so the arms can be read correctly only
if one imagines the mantles as being pivoted around the
creatures’ necks into the upright position; but he did not
specify that in doing so one must read the free end of the
mantle as the top or chief of the shield and the end
around the animal’s neck as the shield’s bottom or point.
In the Metropolitan Museum’s piece, the dimidiated
arms on the elephant at the center of the right side may
be read properly in this way; but the same arms on the
mantles of the lions at the center of the left side and near
the top of the right side can be read properly only if one
accepts the neck end of the mantle as the chief of the
shield and the free end as the point. This is the way that
these mantles should be read since, as de Vaivre (1974,
297) pointed out, they are meant to be perceived as coats
of arms or herald’s tabards; that is, with the end near the
head representing the chief of the shield. Thus, as de
Vaivre {1974, 301) also noted, the mantles on these two
lions are the only ones in 1 that show the arms mar-
shaled correctly on the mantles. In order to read the
dimidiated arms on the mantle worn by the stag at
the bottom of the center row one must not only accept
the neck end of the mantle as the chief of the shield but
also reverse the arms since, as de Vaivre (1974, 300)
pointed out, these blazons appear in reverse where the
creatures wearing them face in the opposite direction
from the norm. The mantles worn by the two unicorns
in the center row also show the arms in reverse but
oriented so that the free end of the mantle must be
accepted as the chief of the shield. All the mantles show-
ing Beaufort quartering Turenne may be read with ei-
ther end of the mantle as the chief of the shield; none of
these mantles displays the arms in reverse.

Several explanations have been offered for the varia-
tions and apparent errors that the designer or weavers
made in the surviving tapestries, that is, the occasional
unit containing the wrong animal, an animal facing the
wrong way, or a coat of arms reversed and sometimes
also turned end for end. Coffinet (1977, 12) observed that
there is no consistency in the way these errors occur, and
so he reasoned that the weavers could not have been

working from a master cartoon showing the whole pat-
tern because any errors in that cartoon would have
showed up consistently in the finished product. There-
fore he concluded, as some other writers before him had
done, that the weavers were working from separate pat-
terns for each part of the design, that is, the wall-angel-
crown lozenge, the animals within each lozenge, and
the coats of arms for either the roses or the mantles. De
Vaivre (1974, 302} suggested that since the weavers were
probably working in a place where these coats of arms
were unfamiliar, the men may occasionally have re-
versed the patterns unwittingly.

We believe there may be a different explanation for
these inconsistencies. Since the Metropolitan Mu-
seum’s hanging was made up from at least twenty pieces
of the original fabric or set of fabrics, it may be that the
restorer who composed this hanging (and perhaps also
all or some of the others like it) occasionally inserted a
unit in a place it had not originally occupied. He may
also have finished off certain pieces neatly on the back
s0 as to be able to turn them over and show a surface
in better condition than the true face. If that were done,
the viewer would see any turned-over armorial mantles
in reverse. The blazons inside the roses may have
been reversed in the same way; if not, they may have
been caused by an error on the part of a weaver who was
not following a cartoon for the rose centers but simply
transferring to each one the arms he saw on the mantle
below. If he did that, then the centers of the roses would
show the Turenne and Beaufort arms in reverse because
the blazons on the mantles, which blow out horizontally
rather than hang vertically, appear ninety degrees off
their normal positions and thus show the bends in both
coats of arms reversed, as bends sinister.

This is not the only example of late medieval tapestry
weaving to show blazons with bends in reverse. There
are some instances of it in the Dame d la Licorne tapes-
tries in the Musée de Cluny, Paris. The piece represent-
ing the sense of taste, in which both the lion and the
unicorn wear armorial mantles, has the lion’s mantle
showing the crescented bend of the Le Viste arms cor-
rectly, whereas the unicorn’s mantle shows it in reverse
as a bend sinister. In Erlande-Brandenburg’s monograph
on this set of tapestries, he noted this reversal but lo-
cated it on the mantle of the lion rather than the uni-
corn.2 He also noticed, as we have done, that in the piece
representing the sense of smell the shield hung around
the lion’s neck shows the bend reversed again whereas
the charge on the unicorn’s shield is correctly oriented.
We can add that in the hanging representing the sense of
hearing the unicorn’s standard shows the bend in the
correct direction on the back of the fabric although it
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appears as a bend sinister when seen from the front. The
viewer does not immediately recognize this “error” be-
cause the blazon reads correctly as shown. Since heral-
dic irregularities like this could occur in a set of
hangings of such high quality, in which the blazons are
so prominent a part of the design, it may be fair to
conclude that for some reason or other—perhaps simply
because the designs are more balanced this way—the
patron (in this case a most important one) approved of
these deviant representations of his coat of arms. There-
fore, unless the reversed and inverted blazons in Guil-
laume III Rogier de Beaufort’s tapestries represent a
restorer’s manipulations, we may assume that he might
have been willing to accept these variant forms of his
coat of arms.

Only a few historians have attempted to interpret the
significance of the animals and motifs other than
blazons that appear in the pattern of the Metropolitan
Museum’s hanging and the others related to it. In Wells’s
study of the Rogier de Beaufort family’s connections
with the popes at Avignon and with Avignon itself, he
has suggested more interpretations than anyone else.
According to him (1977, 98-100) the stork refers to Agri-
cola, a seventh-century saint and the first bishop of
Avignon, and to this saint’s protecting the city walls that
Guillaume III Rogier de Beaufort and his son, Raymond,
were prepared to defend. Therefore, Wells conjectured,
the four animals in the tapestry pattern represent the
“vassals they could call on in time of need,” apparently
meaning the vassals living in the lands of Beaufort,
Turenne, and Comminges. Observing that the pattern
on an enameled candlestick in Baltimore shows lion
heads and complete lions along with the dimidiated
arms of Comminges-Turenne and the arms of France
ancient, Wells deduced that the lion may have been a
badge of the Comminges family. As for the stags in the
tapestry pattern, Wells associated them with the Beau-
fort family and gave a number of examples to support his
suggestion (1977, 99-100}). At a reception given near
Avignon for Pope Clement VI, who was Pierre Rogier de
Beaufort, uncle of Guillaume III, there appeared “a sort
of castle . . . enclosing a gigantic stag and a number of
smaller creatures. . . .” It was Clement who had hunting
murals painted in his study in the papal palace at Avi-
gnon, the room known as the Chambre du Cerf. Num-
bers of objects showing deer or stags, including two
textiles decorated with deer wearing mantles showing
the arms of Guillaume I Rogier de Beaufort, are listed in
some late fourteenth- and early fifteenth-century inven-
tories of the Rogier de Beaufort household. Although
Wells did not go on to suggest interpretations for the
unicorns and elephants in the tapestry pattern, he did
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suggest that the battlemented walls are a canting refer-
ence to the name Beaufort, referring both to the image of
a fortress that the name invokes and also the fortress-
palace at Avignon which Clement VI enlarged. Wells
(1977, 100) found a possible meaning for the rose, relat-
ing it to the rose used as a motif on family wares or the
golden roses that the popes distributed at Lent. He
(1977, 96) also noted the canting significance of the
roses in the Rogier de Beaufort arms which refer to the
seigneurs de Rosiers, their ancestors. While these sug-
gestions seem convincing, it is important to remember
that lions and stags frequently appear in the decorative
arts of the late Middle Ages, and that while the battle-
mented walls could refer to “Beaufort,” as Nickel (1972,
115) also suggested, there is another, purely formal,
explanation of that motif {see Source of the Design).
Citing a seal affixed to a document of 1383, de Vaivre
(1974, 301 n. 1, fig. 5) demonstrated that Guillaume III
Rogier de Beaufort used at that time a unicorn’s head for
a crest and a pair of mermaids for supporters. Nickel

Fig. 86. Woven fabric (brocaded lampas). Polychrome silk and
gilt yarns; Italy, Venice or Lucca, about 1350-1400. From
Friedrich Fischbach, Die wichtigsten Webe-Ornamente bis
zum 19. Jahrhundert (Wiesbaden, 1902-11) pl. 78.



(1972, 114) also commented on the unicorn’s head crest.
That may explain the presence of unicorns in the tapes-
try pattern; but then why are there no mermaids? At
present we cannot prove that these animals, the storks,
and the angels, had any particular symbolic signifi-
cance. As Wells (1977, 95) has said, Kurth’s interpreta-
tion of the four mantled beasts as symbols of the virtues
courage, prudence, loyalty, and chastity is misleading.3
We believe that some, if not all, of these animals may
simply have been appropriated from, or inspired by, the
pattern in one or more silk textiles from which the form
of the tapestry design probably was derived.

SOURCE OF THE DESIGN

Although the specific source of the individual motifs
in the pattern has not been ascertained, the structure of
the pattern, based on the regular repetition of a design
unit displayed against a monochrome ground, is the
same kind of organization that one finds in woven tex-
tiles, as Heinz also observed in her catalogue entry for
the Rijksmuseum piece when it was exhibited in Vienna
in 1962 (Europdische Kunst um 1400, 454). Certain
drawloom-woven furnishing and dress fabrics attrib-
uted to fourteenth-century Lucca or Venice—spe-
cifically, a class of luxury silks that show bilaterally
symmetrical units arranged in lozenge trellis systems
(see, for example, fig. 86)—have motifs closely related to
the ones in the tapestry. Some examples show the motifs
in metallic or polychrome silk yarns, or both, against
monochrome grounds; others, woven as velvets, show as
many as four colors, sometimes also with metallic
yarns, against the plain ground.+

In these silks, there are affronted or addorsed animals
in pairs, some with heads turned away from the direc-
tion in which the bodies are oriented, like the stags in
the tapestry pattern; and there are unicorns, elephants,
lions, stags, and stork-like birds, as well as dogs and
fantastic creatures.s Many of the silks also show battle-
mented, turreted, and moated castles.¢ In the example
shown here {fig. 86}, a pair of addorsed, winged dogs
displayed above castle walls recalls the affronted storks
displayed below castle walls in the tapestry pattern.
Other silks show figures leaning out of castle towers or
over castle parapets or out of trees near castles; they are
not the angels leaning out of the turrets in the tapestry
pattern, but they are reminiscent of them.? One silk
shows a chevron-shaped battlemented wall with three
turrets rather like the one in the tapestry, but it defines
the top, not the bottom, of a pattern unit.8

The lozenge trellis, a standard pattern system well
suited to the requirements of textile design, appears also

in the fictive tapestry-woven or needleworked hangings
painted on the walls of some rooms in the Palazzo
Davanzati in Florence (fig. 87; see also fig. 25) and the
Schloss Runkelstein (Castello di Roncolo) near Bolzano?
in the late fourteenth century. However the motifs in
those hangings lack the variety of form and naturalistic
grace that relate the pattern of 1 so intimately to the silk
patterns. Everything the tapestry designer needed to
produce the pattern for the Metropolitan Museum’s tap-
estry—that is, the choice and character of the motifs and
the mode of organizing them —was available to him in
the vocabulary of contemporary textile design, particu-
larly the language characteristic of these luxury silks.
Except for the heraldic details, which the patron proba-
bly submitted to him directly, the designer could have
developed his pattern directly from these textiles. The
broader color range of his pattern follows from the na-
ture of his medium: it was easier and economically
more feasible to multiply colors in tapestry than in
drawloom weaving.

MANUFACTURE AND DATE

The coats of arms had been identified by 1903 when the
related fragment in the Rijksmuseum, Amsterdam, was
first published.e Because the wedding represented by
the dimidiated blazon took place in 1349, when Guil-
laume III Rogier de Beaufort married Aliénor de Com-
minges, and since both lived almost to the end of the
century, scholars have dated these fragments in the sec-
ond half of the fourteenth century. Because the couple
lived in France, the pieces have been most often attrib-
uted to Paris or Arras. At the time the fragments then
owned by Edouard Jonas were exhibited in Detroit in
1928, in Rochester in 1929, and in Providence in 1930,
and again when the Metropolitan Museum’s piece was
exhibited in Hartford and Baltimore in 1951-52, it was
said that the tapestries were woven between 1375, when
Guillaume 1II Rogier de Beaufort became the “duc de
Beaufort,” and 1396 (correct date is 1394), when he died;
and the coronet held aloft by the paired angels was
described as a ducal coronet.’t These arguments carry
no weight. Guillaume III Rogier never held the title of
duke: the property of Beaufort (Beaufort-en-Vallée, near
Angers) was a county, not a dukedom. Furthermore, as
de Comminges (1972, 272 n. 18) observed, the coronet is
not specifically that of a duke but simply the usual kind
of coronet that was represented before the fifteenth
century.

Weinberger believed that the drawing of the angels
recalls the style of Jean Fouquet and Jean Bourdichon,
and so he suggested that the tapestry fragments were
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I

woven in France but no earlier than 1480.72 Ackerman
compared the two fragments in the Macomber collec-
tion to a millefleurs tapestry showing “the lion with the
same shield,” a tapestry that she believed was woven in
the southern Netherlands, perhaps Tournai, in the late
sixteenth century.*3 Erkelens4 and Cavallo (1967, 49)
suggested that the tapestries might have been woven
either in France or the southern Netherlands. Later,
de Comminges (1972, 283) noted that Erkelens had
abandoned the idea of an origin in France. Cavallo (1967,
5o} observed that although the coats of arms appear to
be those of Guillaume Il and Aliénor it seemed possible
that the tapestries might have been made in reference to
them by some descendant like Anne de Beaufort, great-
niece of Guillaume, who gained claim as heiress in her
own right to the same properties and titles in 1444.
Therefore, he considered a date in the middle of the
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Fig. 87. Wall paintings imitating tapestry or needle-worked hangings in the Camera Nuziale, Palazzo Davanzati, Florence, about
1395 (2).

fifteenth century as well as the second half of the four-
teenth century. However both de Comminges (1972,
278, 283)and de Vaivre (1974, 300-302) refuted Cavallo’s
suggestion, arguing that in view of the conventions of
heraldic usage at that time, the coats of arms indicate
that these fragments would have been woven ex-
clusively for Guillaume and Aliénor.

Wells (1977, 95-100} made an intensive study of
Guillaume IIT Rogier’s life in relation to his uncle Pope
Clement VI, his brother Pope Gregory XI, as well as his
son, Raymond, and concluded that if the tapestries were
woven after 1375, they would have been produced for
Guillaume (alone or with his wife) in conjunction with
his son. Wells advanced this theory partly because he
knew that Guillaume had given the title of vicomte de
Turenne to Raymond in 1375 and partly because he
believed that Guillaume did not quarter his arms; there-



fore, he reasoned, the mantles showing Beaufort di-
midiating Comminges represent Guillaume, while the
others, showing Beaufort quartering Turenne, must rep-
resent Raymond. However, de Vaivre (1974, 301, fig. 5)
demonstrated that Guillaume IIT Rogier did indeed quar-
ter Beaufort and Turenne on a seal affixed to a document
of 1383. Wells (1977, 97, 98) also suggested that the
tapestries could have been woven between 1376 and
1378 for Guillaume and Raymond as leaders of their
vassals within the Papal State in Avignon. In a some-
what earlier publication, Wells had suggested that the
pieces might have been produced for Guillaume III “as
Grand-master of some religious-military order con-
nected with the defence of the city” (that is, Avignon).*s
These opinions reflect Wells’s conviction that the stork,
the battlemented wall, and the four beasts wearing he-
raldic mantles have military significance in relation to
Avignon. Arguments based on the interpretation of
these motifs must be considered with some reservation,
since, as we have shown (Source of the Design), most of
the motifs could have been derived from standard pat-
tern elements in contemporary textile design.

No other tapestries that might be used as comparative
material in dating these fragments have survived. How-
ever, there is important evidence in the trompe-l’oeil
tapestries or embroideries painted on the walls of three
rooms in the Palazzo Davanzati in Florence which have
been illustrated by Mariacher (see note 9). In the Stanza
dei Pappagalli (see also fig. 2 5) the fictive wall covering
shows a lozenge trellis with a simple quatrefoil motif in
each of its compartments. In the bands forming the
trelliswork itself there are parrots stretched out diago-
nally like the storks in 1 and the other pieces related to
it. In the Camera da Letto the painted hanging shows
lozenges containing lions facing left alternating in diag-
onal rows with grotesque creatures facing right. The
pattern on the walls of the Camera Nuziale is the one
most like that in the tapestry fragments (fig. 87). Al-
though the paintings in the other two rooms are not
dated, it is thought that this room was decorated in 1395
when Tommaso Davizzi married Caterina degli Alberti.
Here, the lozenges contain five different centers: a clus-
ter of four fleurs-de-lis, a pair of crossed keys, a lion, the
Davizzi coat of arms, and a crown. They are arranged so
that each motif repeats in horizontal, rather than diago-
nal, rows. There is a change of rhythm at the bottom
where a row of keys and a row of lions have been omitted
above a row of Davizzi arms. This irregularity suggests
that the deviations from the normal pattern system that
were noted in the Beaufort-Turenne-Comminges tapes-
try pattern {see Description and Subject) perhaps should
not necessarily be regarded as errors.

The Badezimmer in the Schloss Runkelstein near
Bolzano also has walls painted to represent tapestry or
embroidered hangings (see note 9). One wall shows ea-
gles with wings displayed that are arranged in a repeat-
ing lozenge pattern. Another shows animals within the
lozenge-shaped compartments of a trellis, the lozenge
points decorated with rosettes. These paintings have
been dated to about 1390-1400.

However, we know that textiles with patterns even
more closely related to the pattern in the Metropolitan
Museum’s tapestry were being produced before these
two groups of wall paintings of about 1390-1400 were
executed, in fact before 1379. An entry in the inventory
of the church of the Saint Sépulcre in Paris of about that
date reads in part as follows: “Item une autre thapis
losengé a lyons et a lycornes, en mantelles [enman-
tellés?] de manteaux armoiez des armes de Castile et
d’Alengon . ..” (Item, another tapestry [or carpet?]
lozenged with lions and unicorns, wearing mantles bear-
ing the arms of Castile and Alencgon. . . ).26 Therefore we
believe that 1 and the pieces related to it could have been
woven in the third quarter, rather than the second half,
of the fourteenth century. As Coffinet (1977, 10) wrote,
it would seem logical for the tapestries to have been
produced not long after the Beaufort-Comminges
marriage took place in 1349. Furthermore, we know
that Guillaume III Rogier de Beaufort’s uncle Pope
Clement VI helped arrange his marriage to Aliénor de
Comminges in order to settle a dispute over the succes-
sion to the fiefdoms of Turenne and Comminges and
also that, as Elie de Comminges (1972, 269-70) noted,
Guillaume was confirmed in his rights over Turenne by
letters patent from Jean II de France dated in December
1350 and February 1351 {new style). It seems reasonable
to suppose that Guillaume would have had the tapes-
tries woven not much later than this time to celebrate
both his recent marriage and his coming into his new
estate through that marriage. In reference both to the
date and place of production, it may be significant that
Clement VI had become bishop of Arras in 1328 and that
he might have arranged for his nephew’s tapestries to
be produced or bought in Arras just before his own death
in 1352.

RELATED TAPESTRIES

The hanging in the Metropolitan Museum and the oth-
ers like it have often been referred to in the literature as
parts of a large hanging or as pieces of a set of room
furnishings. The fact that the pattern units in 1 are only
three-quarters as large as the units in the Burrell Collec-
tion pieces indicates that the extant fragments came
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from more than one hanging.'” Furthermore, this
discrepancy suggests that some of the fabric was woven
to cover large surfaces, presumably walls, and some to
cover smaller surfaces, presumably bed and seat furni-
ture. Inventories and household accounts of the late
fourteenth and fifteenth centuries abound in references
to tapestry rooms or “chambers.” A typical chamber is
cited in an inventory of 1420 among the tapestries that
Philippe le Bon inherited from his father. The entry
reads as follows: “Une autre riche chambre de tapisserie
de haulte-lice, de file d’Arras, faicte a or, appellée la
Chambre du Couronnement Nostre-Dame, garnye de
ciel, dossier, couverture de lit et six tapiz 4 tendre”
(another rich chamber of high warp [or high quality?]
tapestry, of thread of Arras, made with gold, called the
Chamber of the Coronation of Our Lady, comprising
canopy, back cloth, and cover for the bed, and six wall
hangings).18 Other chambers included valances and cur-
tains for the bed, and bench and cushion covers. Some
chambers had certain covers and hangings made of tap-
estry and the rest of silk or other yardage that was either
patterned in the weave or embroidered; others, perhaps
less common, contained tapestry fabrics exclusively.

De Comminges (1972, 271-72, 285, Appendix A)
made a summary of data concerning the Beaufort-
Turenne-Comminges fragments he knew. He listed and
illustrated {1972, pls. 2-11) nine pieces whose present
locations are known and mentioned five to nine others
that seem to have been lost. The pieces in the first group
are as follows: the one in the Metropolitan Museum;
three pieces in the Burrell Collection, Glasgow; one in
the Rijksmuseum, Amsterdam; one in the Museum of
Fine Arts, Boston; one in the Museum of Art, Rhode
Island School of Design, Providence; one in the Guen-
nol Collection, New York; and one in the Thyssen-
Bornemisza Collection in Lugano. We can cite further
some fragments in the Hunt Museum in Limerick, Ire-
land.z9 Among the lost pieces, de Comminges listed one
formerly in the Macomber collection, two in the posses-
sion of “N. N.” in Paris in 1947, and two that were
offered for sale to Sir William Burrell, but not acquired,
in 1936. Finally, de Comminges (1972, 271} noted that if
the four pieces that were exhibited in Detroit in 1928
were not the same as those that are now in the Metropol-
itan Museum, the Burrell Collection, and the Thyssen-
Bornemisza Collection, then they, too, are lost. We
believe that these four pieces are indeed the ones de
Comminges thought they might be and that the five
fragments he designated as being lost are in fact the only
ones that are now missing. However it seems possible
that the pieces now in the Hunt Museum are the ones
that had belonged to “N. N.” in Paris.
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Possibly inherited by Frangois II de la Tour, vicomte de Turenne,
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1. See Jean-Bernard de Vaivre, “Mélanges: A propos d’une tapisserie
aux armes Beaufort-Comminges,” Bulletin Monumental 132
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Art (Hartford, 1951) no. 68.
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The maximum width of the units in the three Burrell Collection
pieces, from the rear talon of one stork to that of its mate, ranges
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units in the Metropolitan Museum’s hanging is 27%/» inches
average.

Alexandre Pinchart, Histoire générale de la tapisserie, pt. 3, His-
toire de la tapisserie dans les Flandres (Paris, 1878-85) p. 32.
The author thanks Patrick E Doran, curator of the Hunt Museum,
for his kindness in informing him that the fragments formerly in
the collection of Mr. John Hunt are now in the Hunt Museum. No
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dlework in order to show the complete pattern unit, is known to
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crane among the creatures in its decoration. The point is well
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nishings could have inspired the designs on the armor.
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Five Worthies with Attendant Figures

Four reconstructed hangings derived from a set
of three tapestries depicting The Nine (or Ten?)
Worthies

a King Arthur (as reconstructed at MMA)

b Two Attendants: Swordsman and Courtier
(fragment sewn along left edge of 2a when it was
received at MMA, now placed at right end of 2c)

¢ Joshua and David (composed of 2b and fragments

acquired from other sources)

Hector of Troy

Julius Caesar

f Three Attendants: Cardinals (fragments now
placed along top of 2a but acquired from a
different source)

g Miscellaneous fragments, including three pieces
showing figures of cardinals (not used in the four
reconstructed hangings)

h Attendant: Standard-Bearer (fragment now placed
at right of David in 2c but acquired from a
different source)

i Attendant: Bishop (not used in the reconstructed
hangings)

® R,

Southern Netherlands, 1400-1410

Wool warp, wool wefts

Dimensions of the four main hangings as reconstructed:

2a and f (King Arthur): 14 ft. X9 ft. 9 in. {4.27 mx2.97 m)
ab, ¢, and h {(Hebrew Worthies): 14 ft. X 20 ft. 10 in. (4.29 m X
6.35 m)

2d (Hector): 13 ft. 9*/2 in. x 8 ft. 8 in. (4.21 M X 2.64 m)

2¢ (Caesar): 13 ft. 9%/2 in. X7 ft. 7 in. {4.21 m X 2.38 m)
127/ warp yarns per inch, 5 per centimeter

2a and b: Munsey Fund, 1932 (32.130.3; after reconstruction
changed to 32.130.33,b)

2c-g: Gift of John D. Rockefeller, Jr., 1947 (47.101.1-10; after
reconstruction changed to 47.101.1-5)

2h: Gift of George A. Douglass, 1947 (47.152)

2i: Gift of John D. Rockefeller, Jr,, 1949 (49.123)

CONDITION

Apparently all the fragments were preserved together
until around 1870 when they were dispersed to two or
more different collections (see History). Nevertheless
they seem to have survived in approximately the same
condition. All the fragments are worn, and most of them
show losses and a good deal of repair by reweaving,
much of which has been left intact. The colors have
faded more in some places than others; where they have
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survived well, particularly in the row of attendants at
the top of the Hebrew Worthies, they are bright and
clear. The fragment showing a standing bishop (2i; he
was seated originally, see Source of the Design} had been
almost completely rewoven below the level of the pal-
lium, and the sections of fabric showing a twisted col-
umn at the left and flowers below are part of that
restoration. The restorations have been removed. How-
ever the fabric showing the rear right of the room he
occupies, which comes from some other part of the
original tapestry, was left in place when the other cor-
rections were made.

The main consideration in terms of condition is the
reconstruction itself and the degree to which the frag-
ments have or have not been correctly assembled. This
question is so critical that it will be treated as a special
subject in the following discussion.

THE RECONSTRUCTION

When Ackerman {1922-23) first published the King
Arthur piece as one that obviously came from a set of
hangings of the Heroes or Worthies (see Subject) she,
along with Hunter (1925}, Gobel (1928}, and Marillier
(1932), assumed that such a cycle once existed, but they
could not identify the set of hangings from which this
fragment came. It remained for Rorimer to make the
discovery just a few years later. In 1936 he saw at Joseph
Brummer’s gallery in New York five pairs of window
curtains which the dealer had recently acquired.
Rorimer realized that they had been made up of frag-
ments of the lost set of hangings combined with strips of
modern fabric {figs. 88-92). Eleven years later, in 1947,
having succeeded in buying the curtains, he established
a team of restorers at The Cloisters to reconstruct as
much of the original tapestry set as possible (Rorimer
and Freeman 1948-49, 243-44; 1953, frontispiece text).

In planning for the reconstruction Rorimer must have
seen that the figures representing each of the three
groups of Worthies (Pagan, Hebrew, and Christian; see
Subject) were associated with three different kinds of
architectural settings and that the smaller figures of
attendants also occupied three different kinds of set-
tings. Therefore he would have concluded that the origi-
nal set of hangings comprised three pieces, each one
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Figs. 88-92. Five pairs of cur-
tains composed of fragments of
the Worthies tapestries com-
bined with strips of modern fab-
ricc. MMA, Gift of John D.
Rockefeller, Jr., 1947 (47.101.1-
10).



showing one type of setting, each setting occupied by
either Pagan, Hebrew, or Christian Worthies and their
attendants. Rorimer knew that Charles VI had owned
three similar tapestries showing the Preuses, the female
counterparts of the Worthies or Preux (see Related Tap-
estries), and this was confirmation, he probably con-
cluded, that The Cloisters set was complete in three
pieces. However, he did not acknowledge in any of his
publications the fact that Charles's tapestries showed
ten rather than nine female Worthies and therefore that
ten rather than nine male Worthies might have been
represented in the pieces he was reconstructing. Fur-
thermore, in writing about Philippe le Hardi’s tapestries
of the Worthies and their female counterparts, Rorimer
and Freeman (1948-49, 253-54) did not specify, as the
accounts do, that the duke owned not only one tapestry
or set of tapestries of the neuf preux and preuses but also
one or two of the “dix preux et 9 preuses.”:

We are obliged here to write assumptions rather than
reports about Rorimer’s planning since no detailed ac-
count of the reconstruction project is known to have
been recorded. The only surviving pieces of documenta-

tion are small photographic paste-ups that Rorimer pre-
pared. They are in effect jigsaw puzzles whose pieces are
mostly simple rectangles that jibe because of their con-
sistent shape or else irregularly shaped pieces whose
contours do not correspond at all. Rorimer and Freeman
(1948-49, 244) stated that the vertical cuts had been
neatly made and that “it was comparatively easy to
reweave the fragments once their positions had been
determined.” What is more to the point is that since
these straight cuts all looked alike they could not help
Rorimer determine the relative positions of the various
fragments. However almost every one of the figures in
these fragments was associated with one or another of
the three kinds of architectural settings, and he could
use that as a clue to help him place each figure {both the
Worthies and the smaller figures) in the correct tapestry.
This would not tell him where each of the three
Worthies appeared on that original tapestry—that is,
whether in the center, or left, or right—or with which
one of them each of the attendant figures was associated.
We assume that Rorimer and his team chose a place for
each figure within each hanging according to two basic
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Fragment of 2g, obverse of fabric

criteria. First, since some of the details of the architec-
tural settings and the Worthies’ thrones were drawn
according to the principles of linear perspective, these
elements could be placed left or right of center if one
assumed, as seems correct, that the designer placed his
vanishing point roughly in the center of each composi-
tion. Second, the small figures in each building might be
placed according to whatever iconographic reason there
might be to associate them with any particular Worthy.
When the fragment showed clues of both kinds these
must have helped the staff considerably; but the illusion
of linear perspective is not equally convincing in all
parts of the hangings, and in many instances there
seems to be little iconographic reason to associate any of
the attendant figures at the sides with any Worthy in
particular (see Subject).

There is another factor to take into account in consid-
ering the accuracy of the reconstructions. Our examina-
tion of 2g, the unmounted fragments that were not used
in the reconstruction, demonstrates that the tapestries
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Fragment of 2g, reverse of fabric

were woven so that the front and back faces are identical
except for occasional manipulations (for example, weft
carry-overs where adjacent yarns of different colors are
passed over one another for short distances) that distin-
guish the back from the front quite clearly.2 One could
thus easily mistake the back of a fragment for the front.
Therefore it seems possible that the restorers may un-
wittingly have mounted some of the fragments in re-
verse, but we cannot pursue this question further
because the ninety-odd fragments that make up the four
hangings were fixed firmly to their mounts and to pieces
of plain modern tapestry-woven fabric in 1947-49.
The four hangings that resulted from the reconstruc-
tion represent more than half the substance of the three
original tapestries including five of the nine or ten
Worthies. However, significant parts of them—the pas-
sages of fabric showing four or five of the Worthies
(Alexander the Great, Judas Maccabeus, Charlemagne,
Godefroy de Bouillon, and possibly also one more Pagan
or Christian Worthy; see Related Tapestries), most of



their attendant figures, and parts of the architectural
and landscape settings in which they appeared—are
missing. They have éither perished or they survive un-
identified someplace else. It is also obvious that the top
and bottom portions of the original tapestries are miss-
ing. Rorimer and Freeman (1948-49, 243) calculated
that each of the three tapestries measured more than 21
feet in length and about 16 feet in height. Presumably
they based this estimate on the dimensions of the nearly
complete Hebrew Worthies (2b, ¢, h), which measures 20
feet 10 inches in length and 14 feet in height. The three
original tapestries may have had large inscriptions be-
neath each figure and coats of arms above them (see
Related Tapestries). In any case it is clear that most of
the band of sky along the top and all of what must have
been the masonry base of the building together with a
strip of meadow below it, as appears in the Apocalypse
tapestries in Angers, are missing from each of the Met-
ropolitan Museum'’s reconstructed hangings. It seems

fair to estimate that each of the three original tapestries
was at least 16 feet, and perhaps as much as 18 feet, high.

DESCRIPTION

One of the reconstructed hangings (2b, ¢, h) shows two
of the three Hebrew Worthies in their settings and
nearly all their attendant figures. Another represents
King Arthur (2a and f), one of the three or possibly four
figures (see Related Tapestries) that appeared in the
original tapestry devoted to the Christian Worthies to-
gether with some attendant figures. The third and
fourth pieces represent respectively Hector of Troy (2d)
and Julius Caesar (2¢€), with attendants, all taken from
the third tapestry which depicted the three Pagan
Worthies. A number of other fragments (2g and 2i),
which show architectural elements, bits of the land-
scape in which the buildings are set, and incomplete
figures of three cardinals and a bishop, all apparently

2b, ¢, h
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Detail of 2b, ¢, h

unconnected to those parts of the three original hang-
ings that had survived, were not used during the recon-
struction of 1947-49 and are preserved separately in the
Metropolitan Museum.

The Hebrew Worthies is the largest of the recon-
structed hangings and preserves almost the entire sub-
stance of the original tapestry. The only missing figures
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are those representing Judas Maccabeus and one of the
attendants.

Joshua is seated on his throne in a room occupying the
left end of a masonry building. David appears on his
throne in the center. Each occupies a vaulted octagonal
room whose three front walls are open. The three corre-
sponding vaults are carried on round-headed arches sup-



ported on columns at the sides and ending in pendants in
the center. Round-headed windows fitted with delicate
mullions and tracery are installed in the three rear walls
of each room. Rich fabrics showing regularly repeating
patterns cover the seats and fronts of the thrones and the
surfaces beneath the Worthies’ feet. The textile on
Joshua’s throne has a pattern of floriated Greek crosses.
His footrest is covered with what appears to be a bro-
caded silk patterned with winged dragons and blossoms
or stars. The seat and front of David’s throne are covered
with a fabric showing an eagle displayed, but the pattern
on the surface beneath his feet is not clear. Both men
wear ermine-lined surcoats with flat, round collars and
wide shoulder capes over their plate body armor which
is visible on the forearms, lower legs, and feet. Each
carries a sword upright in his right hand. David holds an
open book, presumably the Book of Psalms, on his left
knee. Both Worthies have moustaches and long beards.
Joshua’s hair reaches only to his jawline while David’s
falls in curls behind his shoulders. Joshua wears a crown
in the form of a narrow jeweled fillet. David has a jew-
eled crown fitted with slender points that support large
strawberry leaves alternating with small trefoils. A
shield emblazoned with each Worthy’s arms hangs from
a strap passed over a hook in the vaulting above and to
the right of his head. Joshua’s arms are blazoned or a
wyvern (winged dragon) vert passant. David’s shield is
blazoned azure a harp or. The vault boss above each man
is made in the shape of an octafoil with a shield at its
center. Both octafoils are red (the one above David
having been incorrectly restored as golden orange)
with white borders. Both shields are blazoned azure a
fleur-de-lis or (the single flower representing a semy
of fleurs-de-lis or: see note 5}, the royal arms of France as
they were marshaled at this time. We believe, as Adam
(1949, 75-76) also did, that the red field was intended to
represent the border in the arms of Louis, first duc d’An-
jou, who marshaled his arms France, a border gules. His
arms appear in this form—that is, France against a deco-
rative background of red that reads as the border gules—
in the Apocalypse tapestries in Angers.3

Flanking the Hebrew Worthies’ rooms are narrow flat
walls pierced by round-headed arches giving on to small
vaulted rooms on two levels. A corresponding wall ap-
pears at the right end of the hanging where it would have
flanked the room containing Judas Maccabeus. Round-
headed arches crowning windows fitted with delicate
tracery carry the vaults at the back and sides of these
smaller rooms. The form of the vaulting indicates that
the rooms are rectangular in plan. Each room contains
one standing figure. On the lower level, left to right,
appear a warrior in full armor with spear and shield; a

spearsman wearing a hip-length houppelande over his
armor; a warrior dressed in a similar way, prancing to-
ward the left and carrying a spear from the upper end of
which flies a pennon showing three balls inside a cres-
cent; and, at the far right, a warrior wearing a sword belt
and a long houppelande with wide sleeves over his ar-
mor. On the upper level the figures visible only from the
thigh upward) are, left to right, an archer in jerkin and
hose, bending a bow; a crossbowman in a long houppe-
lande about to loose a bolt; and a warrior wearing a
sword belt over his long houppelande.

This main section of the facade, which accounts for
the lower two-thirds of the depicted building’s total
height, terminates at the top in a low battlemented
parapet that extends the full width of the building and
forms a balcony in front of its uppermost story. Behind
the parapet rises a wall articulated like the main wall
below, with three projecting bays set between four nar-
row, flat walls pierced by round-headed arches giving on
to small, rectangular vaulted rooms closed at the back
by tall windows decorated with elaborate tracery. The
facade’s entablature has a frieze decorated with pierced
quatrefoils below the cornice and a battlemented turret
at every change of planes. What seems to be an inscrip-
tion containing four capital letters appears in the center
of the cornice. From left to right the motifs resemble an
M whose second vertical stroke has been combined with
the first stroke of a W, then a T inverted, then an M, and
finally a Y. They are all modern restorations and may be
later additions rather than replacements of letters that
appeared in the original design. Above this entablature
and at the left side of the building appear passages of
dark sky set with small stars and clouds. At the right
edge of the hanging the left ends of a butterfly’s spotted

Detail of right edge
of 2b, ¢, h
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2a as received in 1932

(representing heraldic ermine?) wings (see detail) appear
against the sky a short distance below the turret at the
far right end of the balcony. (See below, discussion of
other butterflies along the left side of the Hector
tapestry.)

In each of the thirteen rooms on the top level stands a
male or female figure, which is visible above the battle-
mented parapet only from the waist up. From left to
right they represent an armored warrior holding a battle-
ax, a lady playing a rebec, a crowned lady fondling a
cheetah, alady playing a harp, an armored warrior carry-
ing a mace upright in both hands, a lady holding a crown
in her arms, a crowned lady holding a falcon on her left
fistand a bird’s legin her right hand, a crowned lady with
folded hands looking at the falconess, an armored war-
rior holding a sheathed sword in both hands, a crowned
lady holding a small dog in her lap, a lady playing a
psaltery, a lady holding a small round object in her right
hand, and a man carrying a pole arm over his right
shoulder and a small shield in his left hand. All the
women wear fitted houppelandes cut with high waists,
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wrist-length sleeves, and either high or low round neck-
lines. Those who do not wear crowns have either caps or
floral chaplets and many of them also have veils. Some
of them wear their hair coiled at the sides of the face, but
most of them have long plaited or loose tresses. The
men’s hair falls to their shoulders and they all have
bifurcated beards of varying lengths. The three men at
the left wear surcoats and the one at the far right wears a
short houppelande. They all have caps.

Fourteen square banners fly from the roofs of turrets
set into the battlemented wall that runs in front of these
figures. The first banner at the left is blazoned azure a
semy of fleurs-de-lis or, an engrailed border gules, the
border extended at the left to form three short projec-
tions. These are the arms of Jean, duc de Berry. The
projections represent the tails of the duke’s pennon that
would be cut off when he was granted the privileges of a
knight banneret.4 The second banner shows the same
arms without the border; these were the arms of the
king of France. Following these, left to right, five ban-
ners repeat the arms of the duc de Berry, one the royal




Detail of 2a

arms, two the arms of Berry, and then the royal arms
again. The next banner to the right is blazoned bendy of
six, or and azure, which may represent the arms of the
first ducal house of Burgundy but without the border of
gules that usually surrounds the bends; and finally, at
the far right end of the line, the duc de Berry’s arms
appear once again.s

In regard to the accuracy of the reconstruction in this
hanging, we believe that since the design of the architec-
tural elements in the building’s uppermost story allows
for no variations in form, and since all of the thirteen
figures that occupy that story and the banners flying
near them were already associated with bits of their
setting before the fragments were assembled, the upper
third of the hanging has been correctly reconstructed.
As for the lower part, we believe that the two Worthies’
thrones and footrests were drawn in linear perspective
with reference to a vanishing point in the center of the
hanging. Since Joshua’s setting was drawn to be viewed
from the right and David’s from a point directly in front
of itself, we conclude that these two figures now occupy

the positions they had in the original tapestry, or at the
left end and in the center, respectively. Judas Maccabeus
would have appeared in his room at the right end. As for
the attendant figures in the two levels of rooms flanking
the Worthies, it appears that the lower figure at the far
left has been properly placed since the fabric on which
he is represented is an integral part of the fabric repre-
senting the corner buttress that rises along the left side
of the building. That is not true of the bowman directly
above him; but what perspective there is in the drawing
of the bowman’s setting suggests that he too is now
where he appeared originally. The perspective effect is
so slight in the other four small settings that it is not
possible to be sure they are correctly positioned.

In 2a and {, the hanging that represents a bit more than
one-third of the original tapestry of the Christian
Worthies, King Arthur is seated on his throne in a large
vaulted room occupying the lower center section of a
masonry building. A five-petaled white rose with a blue
center decorates the vault boss. The conformation of the
vaulting indicates that the room is hexagonal in plan,
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and the disposition of the three lobed, pointed, and ga-
bled arches that carry the outer ends of the vaults on
columns at the sides and pendants in the middle indi-
cates that the three front walls project forward in front
of the facade. The back walls are represented as tall
windows with elaborate tracery; they rise from the floor
to the arches that carry the vaulting. The king wears a
mantle thrown back over his left shoulder to reveal

the armorial surcoat covering most of his plate armor.-

Three golden crowns on whose points large strawberry
leaves alternate with small oval leaves appear on the
front of the blue surcoat, two above, one below. This is
King Arthur’s coat of arms which is blazoned azure
three crowns or, two in chief, one in point. The
same three crowns appear again in a single row on the
blue pennon that flies from the upper end of the staff or
lance which he holds upright in his right hand. On his
head the king wears a matching golden crown set with
gemstones. The seat of his throne and the dais on which

2i after restoration in 1949
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it rests are covered with a carpet or cloth decorated with
a regularly repeating pattern of foliated Greek crosses.
The king’s lightly waving hair falls to the base of his
neck at the sides and back. His beard, short at the sides,
descends in a bifurcated point to his chest in front. He
holds a dagger in his left hand.

The three arches at the front of this room have span-
drels fitted with small stained-glass trefoils. The arches
carry low walls that serve as the parapets of a balcony
above. The figure of a cardinal, visible only from the
waist upward, stands in a hexagonal pavilion that rises
above the balcony. Like those in the rooms below, the
three front walls of this pavilion are open and its back
walls contain windows fitted with elaborate tracery.
Flying buttresses that are also decorated with fine
tracery flank the pavilion.

Twin towers rise to the left and right of the central
bay. Each one contains lozenge-shaped rooms on three
levels. The two forward walls are carried on pointed,

21 as received in 1949



Three fragments of 2g

lobed, and gabled arches. The two rear walls contain
corresponding arches crowning tall windows whose
tracery is like but does not match that in the windows of
the central bay. Each of the two lowest rooms contains a
seated bishop. The one at the left wears a cope over an
alb, buskins, gloves, and a miter; he holds a crosier in his
right hand and an open book in his left. The bishop at the
right wears a chasuble and pallium, gloves, buskins, and
a miter; he holds a crosier in his left hand and an open
book in his right. An archbishop stands in each of the
two mid-level rooms; the men are visible only from the
waist up. Each wears a cope over an alb, gloves, and a
miter, and has a book in his right hand and a procession-
al cross in his left. Above them, two cardinals stand in
the side bays of the top story, flanking the cardinal
directly above King Arthur. The three cardinals are
dressed alike: each wears a gown, a hood, and a hat
denoting his office, and each of them holds a book. The
figure at the left and the one in the center are identical
except that the first wears a red gown and the second
wears a green one. Bits of dark blue sky punctuated with
clouds and stars appear above and between the pavilions
that the cardinals occupy.

At least two other Christian Worthies, Charlemagne
and Godefroy de Bouillon, were represented in the origi-
nal tapestry and perhaps a fourth Christian Worthy was
also present with his attendants (see Related Tapes-
tries). No fragments showing these other main figures

are known to have survived, but we have fragments
representing four of their attendants. Three pieces
among the fragments in 2g show cardinals in settings
like the ones in the King Arthur hanging. Another (2i)
shows the figure of a bishop. It had been restored incor-
rectly to show a standing figure, but the bust on this
fragment matches that of the bishop seated in the lower
right corner of the King Arthur piece.

A narrow corner buttress projects forward from the
outer end of the uppermost room at the left. Its presence
indicates that this bit of setting and the figure of a
cardinal that it contains must always have occupied the
upper left corner of the building and therefore also
the left end of the original tapestry of the Christian
Worthies before it was mutilated. However there is
nothing to prove that this figure and its setting origi-
nally belonged with King Arthur rather than one of the
other Christian Worthies nor for that matter with the
two other cardinals in this piece. No one of these frag-
ments is connected to any other: they all survived as
separate pieces. The fact that the cardinal in the center
repeats (that is, was woven after the same cartoon as) the
one at the left suggests that those two figures were not
placed side by side originally. The restorers had three
other figures of cardinals to choose from, the three
among the fragments in 2g. Two of them occupy side
rooms and the third is shown in a central room. One of
the first of these pieces and the last one could have been
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used in the reconstruction of the King Arthur hanging
instead of the ones that were used. However the third of
these cardinals, who occupies an end room, would not
have suited here because there is a corner buttress rising
along the right side of the room, indicating that this
figure must have occupied the upper right corner of the
original tapestry. We can only guess that the restoration
team chose to use the first three cardinals rather than
the others because of this, because the former all face to
the right (as the king also does), and finally because they
are much more complete and in better condition than
the three cardinals in 2g.

The fabric on which the bishops and archbishops-are
represented appears to be a continuous part of the fabric
on which King Arthur is shown. Since his throne and the
platform supporting it are drawn in perspective to be
viewed head on rather than from a vantage point slightly
to the right, it is fair to ask whether the king and his four
attendants were originally in the center of the complete
tapestry rather than at its left end as this reconstruction
suggests they were.

The Pagan Worthies tapestry is represented by the
third and fourth reassembled hangings (2d and 2€),
which together make up more than two-thirds of the
substance of the third tapestry in the original set. The
figures of Hector and Julius Caesar in their settings,
each surrounded by smaller figures, have been pre-
served. The representations of Alexander and attendants
above him are missing.

In 2d Hector, wearing a cape over his tunic and body
armor, sits on a throne in the center of a vaulted room. A
fillet set with blossom-shaped jewels encircles the
crown of his head. Beneath it his hair sweeps back from
the sides of his face. He has a bifurcated beard that falls
to his chest. His throne has a high gabled back decorated
with crockets and a lily finial. Its four stiles terminate in
tall, slender crocketed spires. He holds a sword upright
in his right hand; his left hand rests on his thigh. A large
shield covers the left half of his upper body. It is blazoned
with his coat of arms: gules a lion or armed and langued
argent, seated on a chair, holding a sword argent with a
handle azure. The two rear walls of this room are hung
with a dark fabric that shows a repeating pattern of
grotesque dragons from whose mouths sprout swirling
leafy tendrils.

The structure of the vaulting in this room and of the
two pointed arches that carry the front of it indicate that
the room has a lozenge-shaped plan. Like the arches in
the King Arthur piece, these are lobed and gabled and
carry a low angled wall that is pierced with slender
panels of monochrome stained glass. There are only two
rather than three arches here and their spandrels are

decorated not with stained-glass trefoils but with lion-
masks carved in relief, the lion-mask perhaps referring
to the main charge on Hector’s shield. None of the span-
drels of the arches in the room directly above contains
these masks, but the spandrels of the arches on the
lowest level of the flanking bays contain leaf motifs like
those in the Caesar piece (see below). The two low walls
rising above the pair of arches in the center carry a
balcony that runs in front of a smaller room set on the
third floor of this bay. A pair of flying buttresses flank
the room. A young woman with flowing coils of blond
hair, dressed in a loose girdled gown with long tight
sleeves, stands in this upper room. She is visible only
from thigh level upward. She gazes toward the right,
rests her right hand on the balustrade, and holds a lily
stalk upright in her left hand. The back wall of her room
is covered with a fabric showing double oval motifs that
sprout leafy shoots at their tops. In the center of each
oval appears a single lowercase letter, what appear to be
either an a and an n or two of one or the other (both in the
upper left section), a y (twice, lower left), and a u (lower
and upper right) and also repetitions of some of these
(right edge).

On the first and second levels of the building four
smaller rooms constructed like Hector’s flank his room.
An armored archer occupies the room on the lowest
story at the left. The hanging on the back wall is made of
a dragon-patterned fabric matching the one in Hector’s
room. A warrior wearing a girdled, knee-length surcoat
over his armor stands in the lowest room on the right.
He holds a standard-topped spear upright in his right
hand and an oval shield in his left. The back of his room
is hung with a fabric decorated with a repeating motif of
a bird’s head with a three-leafed branch held in its beak.
A helmeted warrior wearing a mail gorget, a cape, and a
girdled surcoat over his armor stands in the second-story
room at the left side. He holds a spear upright in his right
hand. The dark fabric covering the rear walls of this
room has a repeating pattern of eagles displayed. A war-
rior wearing a helmet, mail gorget, plate armor for breast
and legs, along with a short tunic stands in the corre-
sponding room at the right. He carries a round shield
in his right hand and rests his left hand on the hilt of
the sword that hangs from his girdle. The fabric cover-
ing the wall behind him is like the corresponding fabric
at the left, but here the displayed eagles face left rather
than right.

On the third and uppermost level of this facade two
rooms flank the one in the center. They are constructed
like it with flying buttresses at the sides. In the left bay
only parts of the head, the pointed cap, and the left hand
of a male figure have survived. The hanging behind him
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shows a repeating lyre-shaped motif. In the right bay
stands a warrior wearing a houppelande, a belt with a
large round buckle slung over his right shoulder, and a
pointed hat tied with a scarf. The wall behind him is
covered with a fabric showing a repeat pattern of flo-
riated Greek crosses.

A wide band of dark fabric runs along the left edge of
2d. The right-hand third of its width is an integral part of
the adjacent fabric. The rest was pieced together from at
least three fragments. Since parts of the pattern match
up along the edges of most of these fragments we con-
clude that this band was reassembled correctly. It shows
small trees and flowers at the bottom and a bird and two
butterflies in flight higher up, all against a dark blue sky.
The wings of the lower butterfly have a pattern that
resembles a blazon but probably is not one.6 It shows
white rings with blue centers on a red ground and what
appears to be a fess enhanced paly of six or and azure (see
detail). However the pattern on the insect above may
have heraldic significance (see detail). The body is
blazoned bendy of six or and azure, from chief sinister to
base dexter, and the antennae and tail are or. This but-
terfly has two pairs of wings. The upper ones show what
appears to be a field of ermine but the tinctures are
unclear because the motif is so faded. The lower wings
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Details of left side of 2d

show a field paly of eight, gules and azure. As noted
above, what may be ermine-patterned butterfly wings
also appear along the right edge of the Hebrew Worthies;
but since in their present condition they seem to have
fields not of white but of pale yellow and pink, the
patterns may not have been intended to represent heral-
dic ermine. If the patterns on two or three of these sets of
butterfly wings do in fact function as blazons they are
blazons we have not yet identified. Should they be iden- -
tified, they could help significantly in the search for the
name of the person or persons who commissioned the
tapestries (see Manufacture and Date). If the fabric
showing the insect with the body patterned bendy or
and azure was unwittingly reversed during reconstruc-
tion, so that the back now appears as the face, the blazon
on the upper butterfly’s body would match that on the
banner flying second from the right at the top of the
Hebrew Worthies. It may represent the blazon of the first
ducal house of Burgundy (see note 5).

The facade of 2d resembles the facade of the building
in the King Arthur piece in almost every detail except
that it is not open to the sky behind and between the
rooms on the uppermost story. Instead a solid masonry
wall rises behind those rooms, true also in the Caesar
piece (2€) whose architectural setting matches that for
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Hector except that the spandrels of the arches above
Caesar are carved with a radial pattern composed of
three leaves or feathers. If they are in fact feathers they
may refer to the double-headed displayed eagle blazoned
on Caesar’s shield.

The emperor, wearing a mantle over his armor and a
closed crown, is seated in the large central room. His
throne has a gabled back and stiles that terminate at the
top in crocketed spires. He holds a falchion upright in
his right hand and rests his left hand in a fold of the
mantle. His shield, blazoned with his coat of arms {or an
eagle with two heads displayed sable), hangs on a belt
tied just below the tip of a spear that rests against the
back of the throne.

In the room directly above Caesar, which, like the
central upper room in the Hector piece, has flying
buttresses at either side, stands a woman dressed in a
low-necked houppelande trimmed with a wide ermine
collar. On her head she wears a windswept veil secured
with a jeweled fillet. The features and costume of this
woman, as well as the features and garments of most of
the men standing in the rooms at the sides on this level
and below, all have a decidedly oriental cast. In the
lowest of the three rooms at the left a bearded man
wearing a short houppelande over hose, boots with long
turned-up toes, and a horn at his waist, dances to the
sound of the tambourine he is playing. In the room
opposite him a man wearing the same kind of clothes
and a hood as well dashes toward the left {see detail). He
carries a handful of long darts and a round shield. There
is a sword on his left hip. The circular object that hangs
from the back of his girdle is decorated with three red
balls nestling in an upturned red crescent on a yellow
ground, all within a green border. The balls and crescent
appear again as design elements in the border pattern of
this warrior’s shield. At first glance this appears to be an
armorial motif; but since it is the same one that appears
again with different tinctures (blue charges on a white
field) on the standard carried by the prancing figure in
the lower right-central section of the Hebrew Worthies,
it cannot be that strictly speaking. It may be an emblem
intended to suggest that these figures are orientals, per-
haps Turks.

In the right-hand room on the second level of this
facade, a man wearing a hooded and girdled robe and a

pointed hat with an upturned brim draws a bow across

the strings of a fiddle. Opposite him a hatless man with a
longer beard and a houppelande buttoned down the front
holds a standing shield in his left hand and turns his
head to look sharply upward and to the right. Both of
these figures are visible only from the waist upward, as
are the two above them. The dark-skinned man standing
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in the room on the third story at the left is younger than
most of the others and beardless. He wears a turban and
a houppelande buttoned down the front, and he plays a
harp. The bearded man on the third story at the right is
also dressed in a houppelande with a belt across one
shoulder. He has a cap with a drooping point at the top.
In his right hand he holds a ball or tidbit which he offers
to the small greyhound-like dog cradled in his right arm.

Most of the dark fabrics hanging behind these figures
show repeat patterns of small stylized plant forms or
stars. The hanging at the back of Caesar’s room is deco-
rated with double-headed eagles displayed. The back
wall of the room on the middle story at the left is unpat-
terned. Outside the building, at the far right, is a passage
of dark sky against which appears a bit of foliage.

The corner buttress that rises at the left side of the
building in the Hector piece seems to be represented on
an integral part of the adjacent fabric, and the same is
true of the buttress that rises along the right side of the
building in the Caesar hanging. Therefore we can as-
sume that these were the left and right ends of the
building in the original hanging. However it seems that
the figures of Hector and Caesar, neither of which is
represented on an integral part of the adjacent fabrics,



are not in their original positions. The spandrels of the
arches in the lowest side rooms in the Hector piece
contain the triple feather or leaf motif that appears
above the figure of Caesar and not the lion-mask that
accompanies Hector. This suggests that the restorers
placed the figure of Hector, and the arches above him
that are part of the same fabric, in the place that Caesar
and his setting should occupy. The fact that Hector’s
throne is drawn in perspective to be seen directly from
the front and Caesar’s to be viewed from the right seems
to confirm our suggestion. In other words, and in our
opinion, the original tapestry showed Caesar at the left
end of the facade, accompanied by the armored warriors,
even though this would place him so that he faced away
from, rather than toward, the other two Pagan Worthies.
Hector appeared in the room at the center, flanked by
figures that have not survived. Therefore the oriental
figures that now flank Caesar would have accompanied
the missing figure of Alexander at the right end of the
facade. To give Alexander oriental attendants makes
sense iconographically, and it makes equally good sense
to give Caesar western attendants. As for the oriental
figures who occupy the upper story of the Caesar hang-
ing as it was reconstructed, we believe that they were
correctly placed in relation to the four attendants below
since they are all figures of the same type. However the
left half of the flying buttress at the left of the central
room at the top appears to be missing, which might
indicate that there is an error in the reconstruction in
this part of the hanging. As for the figures in the upper-
most story of the Hector piece as reconstructed, we see
no way of determining whether they are or are not in
their original positions.

SUBJECT

In publishing 2a, Ackerman {1922-23, 48) did not hesi-
tate to identify King Arthur as one of the Worthies, and
Hunter (1926, 39-40), Go6bel (1928, vol. 1, 15), and Ma-
rillier (1932, 14) agreed that 2a probably did belong to a
set dealing with these famous men. When Rorimer asso-
ciated this hanging with fragments from a complete set
of tapestries of the Worthies that Joseph Brummer
brought to New York in 1936, he proved Ackerman
right. The pieces were consistently referred to in the
literature after that time as a cycle celebrating the Nine
Heroes or Worthies.”

The theme of the Worthies as a class of wise, good, and
valiant men derives from some unknown thirteenth-
century source. In the form of the Nine Worthies it
appears first in a romance entitled Les Voeux du Paon
(The Peacock’s Vows) written by the poet Jacques de

Longuyon about 1312 at the behest of Thibaut de Bar,
the bishop of Liege. Somewhat later Guillaume de Ma-
chaut resumed the theme in his poem La Prise d’Alex-
andrie. Later still Eustache Deschamps used it in his
ballads, and it is thought that it was he who introduced
the idea of establishing a group of female Worthies to
complement the men.8

The subject involves nine men who were regarded in
the Middle Ages as embodiments of wisdom and chiv-
alric heroism. Three represent the Pagan Law (Hector of
Troy, Alexander, and Julius Caesar), three the Hebrew
Law (Joshua, David, and Judas Maccabeus), and three the
Christian Law (Arthur, Charlemagne, and Godefroy de
Bouillon). Marillier (1932, 14) noted that Frederick I,
Holy Roman Emperor, or Guy de Lusignan, king of Jeru-
salem and Cyprus, both twelfth-century figures, or
Bertrand du Guesclin, champion of France against the
English during the late fourteenth century, sometimes
appeared among the Christian Worthies, and also that
Shakespeare named Pompey and Hercules among the
Pagan Worthies. Because the female Worthies must
count as examples of courage and devotion also, usually
with military achievements to their credit, they were
drawn primarily from the ranks of the Amazons. We
have a pictorial representation of both the male and
female Worthies that is approximately contemporary
with the Metropolitan Museum’s tapestries. A minia-
ture painting of the nine Worthies appears on the ob-
verse and the nine female Worthies on the reverse of a
page in a unique manuscript of the allegorical novel Le
chevalier errant written by Tommaso di Saluzzo of Pied-
mont at the end of the fourteenth century.s The female
Worthies’ names (spelled in a variety of ways but listed
here according to the inscriptions in the Saluzzo manu-
script) are as follows: Deyphille, Synoppe, Yppollitte,
Menalyppe, Semiramis, Lampheto, Thamaris, Theuca,
and Penthezillee.

All the Worthies, both male and female, were assigned
coats of arms. These varied from one representation to
another.zo The coats of arms shown in the tapestries on
the shields associated with Joshua, David, and Caesar
correspond to those characteristically assigned to each
man. In some instances the field of King Arthur’s shield
is red (gules) rather than blue (azure) as it is here.* The
major confusion involves the arms of Hector and Alex-
ander. Rorimer and Freeman (1948-49, 246, 251) identi-
fied the Worthy in 2d as Alexander, and subsequent
writers followed suit until Souchal (in Paris 1973, 39-
40, 43) pointed out that de Vaivre had proved these to be
Hector’s arms. However it should be noted that accord-
ing to the blazon Souchal quotes from an unpublished
lecture by de Vaivre, and also in the blazon shown on
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Hector’s shield in the Saluzzo manuscript, the seated
lion carries a halberd rather than a sword as he does in
the tapestry. In the early fifteenth-century murals at the
Castello della Manta in Piedmont, Alexander’s shield is
blazoned with a lion sitting on a chair and holding a
halberd; Hector’s shield shows a leopard sitting on a
stool and holding a sword.*2 Plotzek (1978-80, vol. 3,
120) referred to the figure in the tapestry as either Alex-
ander or Hector. We believe that the figure in the tapes-
try represents Hector.

The attendant figures at the sides and tops of each of
the four hangings have excited the curiosity of only a
few writers. Rorimer (1933, 48) suggested that the fig-
ures in the Arthur piece—and at that time 2b, which was
still attached to its left side, was thought to be part of
this hanging—represented the king’s ecclesiastical and
noble advisers. Later, he and Freeman (1948-49, 251)
noted that the figures do not appear in any literary
account of the Worthies and suggested that the designer
of these tapestries had invented them. In his review of
their publication, Adam (1949, 76) said that until some-
one else resolved the question he was inclined to iden-
tify the ladies standing on the upper level of the building
in the Hebrew Worthies as royal princesses and among
them (presumably the one standing next to the banner
bearing what may be the arms of the first ducal house of
Burgundy) Philippe VI’s wife Jeanne de Bourgogne. We
cannot agree with this interpretation since it seems
unlikely that any designer would have represented
ladies of that station in such subordinate parts of the
composition and also since figures like these appear as
stock attendants in the arts of miniature painting and
stained glass during the fourteenth century (see below).
Stucky-Schiirer (1972, 64) saw many of these figures
as reminders of the drolleries that appear in mid-
fourteenth-century miniatures. Wyss (1957, 78-79} be-
lieved that the male warriors and musicians represent
the men who accompanied the Worthies to war. He also
thought that while the ladies in the upper level of the
Hebrew Worthies could not be identified by the musical
instruments and animals they hold, nevertheless the
five wearing crowns could be related to the five Amazon
queens among the female Worthies—that is, Semiramis,
Synoppe, Lampheto, Thamaris, and Penthesilea. Plot-
zek (1978-80, vol. 3, 120} suggested that the nine women
in the upper rooms were in fact the nine female
Worthies.

Figures like these, both the warriors and the musi-
cians, of both sexes, frequently appear in compara-
ble positions in fourteenth-century manuscripts and
stained-glass windows. For example, literally dozens of
the illustrations in the Romance of Alexander in the
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Bodleian Library in Oxford, illustrations that were com-
pleted in 1344, show similar small figures standing in
side rooms or at the top of buildings inside which the
main scenes of the story are being enacted.3 Folio 1o1v
shows a building that has five polygonal rooms carried
on corbels along the top. Through the arched windows
in each room an armored warrior is visible from the
thighs upward; four of the men hold shields and spears
while the fifth, in the center, fits an arrow to his bow.
Four female musicians, playing on horns or drums,
stand on the roof between the rooms; they are visible
from the knees upward. Folio 51v shows a similar build-
ing with polygonal rooms, turrets, battlemented walls,
and conical towers flying square banners. Six female
musicians, visible only from the knees up, stand on the
roof. They play horns, an organ, a rebec, a psaltery, and a
hurdy-gurdy. In a late fourteenth-century manuscript of
the Bible historiale that had belonged to Jean, duc de
Berry, and is now in the Walters Art Gallery, Baltimore,
the Judas Maccabeus page shows a tripartite structure
whose general format is rather like that in the King
Arthur, Hector, or Caesar hangings.*4 Judas stands in the
central bay of a building behind a battlemented parapet;
at each side there are towers with gabled, round-headed
arches giving on to smaller rooms in which stand the
figures of armored warriors holding shields and swords
or maces. Both here and in the Bodleian’s Romance of
Alexander these subordinate figures appear to be super-
numeraries {military guards and warriors, court enter-
tainers, or retainers) whose function seems to be simply
to modify the character of the main figures they attend.

The same is true of the comparable figures who appear
frequently in fourteenth-century stained-glass win-
dows. Among these may be cited the choir windows of
Saints Thomas Becket and Eloi in the abbey church of
Saint-Ouen in Rouen where musical angels, an apostle,
a magus, a prophet, and an archbishop stand in the
rooms above and beside those in which scenes from the
stories of these saints are represented. Attendants like
these also appear in other choir windows here which,
though much restored, still show their original formats
of about 1318 to 1339.15 Panels in the windows of Saint
Michel show numbers of figures in niches that occupied
several levels of a Gothic facade, figures representing
falconers among whom is a young lady playing with a
hawk.16 Perrot thought it exceptional for these secular
figures to appear among the others in these windows, all
of whom in one way or another have some religious
significance. She related them to the figure of a male
falconer who appears in a representation of the Ages of
Man in one of the Saint Matthieu windows in this
church.r7



The lowercase letters decorating the oval motifs in
the background of the central room at the top of the
Hector piece (2d) have been the subject of some contro-
versy. Rorimer and Freeman (1948-49, 252) read them as
u and y and suggested that the u could be the initial of
the mysterious lady associated with Berry’s emblem
showing a bear and a swan {ours-cygne, thus “Ursine”
according to one interpretation) or at least with the V (or
U?)in his secret cipher, or the u that appears as a repeat-
ing motif on the liveries of the duke’s attendants in the
January and May pages of the Trés Riches Heures in the
Musée Condé, Chantilly (see fig. 26, for January). As for
the y they suggested that this letter, which also occurs as
a decorative motif on hangings represented in the first,
fourth, and fifth pieces of the Apocalypse tapestries in
Angers, may refer to Ysabeau de Baviere, wife of Charles
VI, or perhaps instead, taken as an alternate for the letter
j, the initial of the Christian name of both of Berry’s
wives (Jeanne d’Armagnac and Jeanne de Boulogne).*8
Rorimer and Freeman did not claim that their interpre-
tations were necessarily correct but concluded that the
two letters had some special meaning, perhaps a secret
meaning, for the owner of the tapestries. Most later
writers who studied both the Apocalypse tapestries and
the Metropolitan Museum’s Worthies rejected these
interpretations. Some offered other explanations. De
Vaivre’s study of the heraldry and emblems in the Apoc-
alypse summarized Planchenault’s interpretations of
the y. 19 Planchenault did not believe the y was a personal
device. He considered and rejected the idea that it re-
ferred to Yolanda de Aragon, wife of Louis II d’Anjou,
who was born in 1381, the year after we believe the
tapestries were completed. He then went on to consider
other possibilities including the notion that the y read as
an i might stand for Saint Jean or Jean (also Hennequin)
de Bruges, court painter to Charles V and designer of the
Apocalypse tapestries, or that the letter in its original
form might represent the Trinity or Pythagoras’s image
of the bivium, the crossroad of virtue and vice. De
Vaivre (1983, 104-13) proposed another explanation of
the letter, one derived from a representation of it asso-
ciated with a harrow. According to his interpretation,
to cultivated Frenchmen of the period the y was a sym-
bol of Life. Because of that it was associated with
Pythagoras’s concept of the bivium, the stem of the Y
representing childhood and the fork representing the
age of reason when life seems split into two paths, one of
them the way of virtue, the other that of vice. De
Vaivre’s interpretation seems to be the correct one in
reference to the Apocalypse pieces, and it may also apply
to the y in the Metropolitan Museum’s tapestry where,
as he pointed out (1983, 113 n. 54), it appears in the

center of arooting seed as it does in some of the pieces in
Angers. However, since it seems that the letters g, n, and
u also appear in these “seeds,” we may ask whether the y
has some other meaning here. Adam (1949, 76) noted
that pending an examination of the hanging itself,
which apparently he had not seen, he thought one might
find the name Anjou in these letters. Van Ysselsteyn
(1969, 100) accepted the y as a symbol of the bivium and
because of it suggested that the woman standing in front
of the hanging where it appears at the top of 2d isin fact a
symbol of Wisdom. What seems at first glance to be a
lowercase letter y reversed, used again as an ornamental
motif on a hanging at the back of a room, appears in one
of the two somewhat later Passion of Christ tapestries in
La Seo in Saragossa. It decorates the fabric hanging in
the background of the scene showing Pilate washing his
hands.zc However the letter is most likely a p instead
and may refer to Pilate.

SOURCE OF THE DESIGN

Ackerman (1922-23, 48) maintained that because the
King Arthur piece was so close in style to the Angers
Apocalypse it was almost certainly designed by the
same hand and produced at the same time on the same
looms. None of the specialists who wrote after her con-
sidered the question of a designer as such until Rorimer
{1947-48, 98) observed that no information concerning a
designer had yet been found. All earlier writers, believ-
ing that a merchant-weaver or local “school” could de-
termine the character of a tapestry design, were content
to say that the Metropolitan Museum’s tapestries had
been woven either in Nicolas Bataille’s shop or a shop
associated with him. Gobel (1928, vol. 1, 14) went only
so far as to say that the piece had come from a shop in
Paris.

Rorimer and Freeman (1948-49, 254-59) addressed
the question of the designer’s identity as directly as
Ackerman had done. They called attention to what they
regarded as technical and formal considerations relating
these tapestries to the Apocalypse hangings in Angers;
and then because they were convinced that the Worthies
had been woven for Jean, duc de Berry (see Manufacture
and Date), they concentrated on the stylistic sim-
ilarities that link the Worthies to certain works of art
that were either made for the duc de Berry or belonged to
him. These included the sculptured figures and stained-
glass windows commissioned for the duke’s palace at
Bourges {Rorimer and Freeman 1948-49, 256, illus.} and
a number of manuscripts he owned. They called atten-
tion particularly to the duke’s Psalter (Bibliotheque
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Nationale, Paris, MS fr. 13091), which contains twenty-
four figures of prophets and apostles (Rorimer and Free-
man 1948-49, 256, two illus.); his Petites Heures
(Bibliotheque Nationale, MS lat. 18014; Rorimer and
Freeman 1948-49, 255, illus.), which contains an An-
nunciation page showing the figures in a generically
similar architectural setting; and the Albumasar astro-
logical treatises (Pierpont Morgan Library, New York,
MS Mm.785; Rorimer and Freeman 1948-49, 258-59,
illus.), which shows some similar figures. Ultimately
they rejected the idea that any of the painters who pro-
duced these miniatures—among them possibly André
Beauneveu and Jacquemart de Hesdins—could have de-
signed the tapestries of the Worthies. They also consid-
ered and rejected the possibility that Hennequin de
Bruges (also known as Jean Bandol, Jean de Bondolf), who
designed the Apocalypse for Berry’s brother Louis I
d’Anjou, designed the Worthies because they considered
the style of the drawing to be too different. They con-
cluded (1948-49, 259) that the tapestry designer was “a
Flemish master, perhaps from Bruges, working in France
under the influence of Beauneveu.” Presumably they
specified Bruges because the Albumasar astrological
treatises were illuminated in a shop near Bruges. Later
writers followed the lead of Rorimer and Freeman, dis-
cussing the tapestry designs in terms of the works of art
associated with the duc de Berry that they had identi-
fied. Only two of these scholars offered slightly variant
opinions. Meiss (1967, 59) suggested that the designs
derived from late fourteenth-century French court
painting as it was practiced in the borderland of France
and the southern Netherlands. Sterling (1987, 202) be-
lieved that the tapestries were designed by a Flemish
painter.

Freeman (1955-56), in an article about the duc de
Berry’s Belles Heures, gave a reverse twist to the earlier
theories concerning the design of the tapestries. She
suggested that the now-missing figure of Charlemagne
in the tapestries might have served as the model for the
representation of Charlemagne in the manuscript.
Later, Wieck made a similar suggestion; that is, that the
lost section of the Hebrew Worthies tapestry in which
the figure of Judas Maccabeus appeared flanked by at-
tendant figures might have inspired the miniaturist
who painted the Judas page in the first volume of Guiart
des Moulins’s Bible historiale now in the Walters Art
Gallery, Baltimore, a manuscript that also belonged to
Jean, duc de Berry.2t In that illustration, which shows
figures occupying arched spaces in a facade, Judas stands
in the center behind a battlemented parapet. At either
side appear two armored warriors standing behind para-
pets on two levels. As noted above (see Subject) details
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like the architectural settings and the small figures in
subsidiary spaces are to be found in other miniature
paintings and in stained-glass windows. Similar motifs,
more simply presented, also appear on seals.22

We believe that the style and composition of the Met-
ropolitan Museum'’s tapestries have less to do with con-
temporary miniature paintings than with stained-glass
windows, which they resemble in many ways, and that
this similarity is not fortuitous. Since the main figures
have been foreshortened, and since the attendant figures
are smaller at the bottoms of the hangings than at the
tops, it seems clear that the designer intended the tapes-
tries to be seen from a low vantage point. In other words,
it appears that they were meant to be installed, as most
stained-glass windows were, high on the walls. (It is
largely because they have been foreshortened that the
Worthies look rather stubby and squat or, as Souchal [in
Paris 1973, 42] described them, “représentés avec une
certaine maladresse.” It is also because of the shifts of
scale, together with the extensive restoration and recon-
struction to which the smaller figures have been sub-
jected, that she could say they “ne s’intégrent pas
toujours avec aisance dans leurs niches.”) Furthermore,
the slim red, blue, and green lines that rise above the
gables in the Pagan and Christian Worthies represent
panels of stained glass. The patterned grounds that ap-
pear behind the figures, some of them representing
woven or embroidered silks and others simulating the
“damask” patterns in contemporary windows, come di-
rectly from the vocabulary of stained-glass design. As
already noted by Rorimer and Freeman (1948-49, 255)
the yellow decorations on the gables, columns, crockets,
and finials also derive from stained-glass design, but not
the red contours, as these writers implied. The yellow
accents imitate the silver stain passages in contempo-
rary and earlier stained glass. The architectural en-
framements themselves appear over and over again in
European windows dating from the thirteenth to six-
teenth centuries. As early as 1878, in the first published
notice we have of any one of the Metropolitan Mu-
seum’s Worthies hangings, Giraud noted that the King
Arthur piece looked like a stained-glass window and
suggested that it was probably woven after a cartoon
for one.

Therefore we agree with Rorimer and Freeman (1948-
49, 255-58), who compared the tapestry designs to the
stained-glass windows from the Sainte-Chapelle in the
duc de Berry’s palace at Bourges and to the windows in
the Trousseau and Aligret chapels of the cathedral there
(see Manufacture and Date) as well as to certain styl-
istically related pieces of sculpture in the palace. How-
ever we cannot agree with their claim that these



windows are quite different from others designed in the
International Style or that the tapestry designer was
somehow associated with the windows at Bourges. Fur-
thermore we know that the windows from the Sainte-
Chapelle illustrated by Rorimer and Freeman (1948-49,
256, 257) were reconstructed when they were installed
in the crypt of the cathedral in the nineteenth century. It
was then that the figures were placed in their present
architectural settings, settings which indicate that the
figures must have appeared originally on two or more
levels and not just the one they now occupy.23 It is
true that these window fragments contain facial and
figure types related to those in the tapestries, but we
regard these as elements in the pictorial style of a partic-
ular period and place rather than the style of a particular
hand. The faces in the tapestries were certainly not
drawn by the artist or artists who created the stained
glass and stone faces at Bourges nor those of the proph-
ets in the duke’s Psalter to which they are often
compared.24

The overall format used by the tapestry designer for
the Pagan and Christian Worthies, with figures on sev-
eral levels in small rectangular or polygonal rooms
opening out from a Gothic facade whose gables and
spires soar upward, may be found not only in the win-
dows at Bourges but also in windows made in other parts
of France as well as in England, Germany, and the Neth-
erlands in the fourteenth and fifteenth centuries. At
first glance it would appear that the designer did not use
the same kind of composition for the Hebrew Worthies;
but beyond the superficially Norman details of the
building and the greater freedom of movement of the
fourteen figures occupying the upper story, we see es-
sentially the same composition. There is a precedent for
this kind of variation in the choir windows of the abbey
church of Saint-Ouen in Rouen (mentioned above under
Subject).2s These windows show structures and figures
that in their general form recall those in the Metropoli-
tan Museum’s tapestries. However since the windows
date between 1318 and 1339 (see note 15), the style of
the figures and compositions is naturally quite dif-
ferent. Allowing for these differences, and allowing also
for the fact that both the tapestries and the windows
have been heavily restored, one is struck by the sim-
ilarity of concept that relates one set of works to the
other. For example, the central lancets of the Saint Ni-
caise windows show scenes from the saint’s life in
spaces surmounted by triple-lobed arches on the lowest
of three levels of a soaring facade that features gables,
buttresses, and spires. Other figures appear in smaller
arched niches set on two upper levels. Musical angels
stand facing inward in the eight small niches flanking

the spaces on the first and second stories; some of them
play instruments, others are singing. In these windows,
now restored, only some of these figures are original.zé
The Saints Eloi and Thomas Becket windows are simi-
lar. The small flanking figures are present in all but the
two central lancets. In some of the windows there are
figures on the second and/or third stories as well.
Among the figures that flank the scenes in the first story
—figures corresponding to the ones in the two first
levels of the buildings in the tapestries—are an apostle
in the first window, a magus and two angels playing
instruments in the second, two bishops and the Gabriel
and Mary of an Annunciation in the fifth, and a prophet
and an archbishop in the sixth.27 There are also win-
dows like these devoted to Saint Etienne. The central
pair shows towers with two stories rather than three.
The rooms in the upper stories are remarkably like
those in the King Arthur tapestry (2a). The four end
windows show pairs of musical angels standing on bal-
conies under the trilobate arch of the main gable. They
recall the figures standing on the balcony in the Hebrew
Worthies.»8

Although the windows at Saint-Ouen and the minia-
tures in the Romance of Alexander (see note 13) were
made much earlier than the Metropolitan Museum's
Worthies tapestries, they serve to demonstrate that the
tapestry designer was thoroughly familiar with charac-
teristic modes of design in the arts of both manuscript
illustration and stained-glass windows but particularly
the latter. As Helbig has shown,29 numbers of Nether-
landish painter-glassworkers were active in France at
this time in the courts of the king, the duc de Berry, and
the duc de Bourgogne. They came from Ghent, Meche-
len, and Bruges, undoubtedly bringing pattern books
with them. It seems reasonable to suggest that it was
one of these men who either designed the Worthies or
influenced their design. Although the compositions
have a powerful decorative impact and the heads of the
Worthies have great character, neither the drawing nor
the quality of the designs as a whole shows the elegant
sophistication one would expect of a French court
painter at this time. The tapestries show a more robust
style that belongs to some designer working at a dis-
tance from Paris, perhaps in the southern Netherlands
as Rorimer and Freeman (1948-49, 259), Meiss (1967,
59), and Sterling (1987, 202) have already suggested. The
fact that the designer represented costumes whose fash-
ions span a period of almost twenty years (see Manufac-
ture and Date) also suggests that he was working in a
relatively provincial context.

The artist or shop that executed the tapestry cartoons
—and it could have been the designer himself —repeated
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certain figures in different parts of the compositions.
Joubert has shown that the cartoonists did this in the
Apocalypse tapestries at Angers.3© In 2a-i such repeti-
tions appear a number of times. Two of the three cardi-
nals among the fragments in 2g (not used in the
reconstruction) were woven after the cartoon that
served for the cardinal who now stands at the right end
of the uppermost level in the King Arthur piece, but the
design appears in reverse. The cardinals standing at the
center and left end of the same hanging were woven after
one and the same cartoon but not the one that served for
the other cardinals. The upper part of the bishop in 2i
repeats the corresponding part of the seated bishop in
the lower right corner of the Arthur hanging, again in
reverse. The man playing a tambourine in the lower left
corner of the Caesar piece was woven, with minor
changes, after the cartoon that also served for the
standard-bearer (2h) to the lower right of David in the
Hebrew Worthies.

MANUFACTURE AND DATE

There is some confusion in Rorimer’s suggestions con-
cerning the date and place of production. At first (1933,
48; 1947-48, 93) he, like every writer before him except
Giraud, who attributed the King Arthur piece to Aubus-
son without giving his reasons, believed that the
Worthies had been produced in the same shop as the
Apocalypse, or a shop working under the same supervi-
sion by weavers trained in the same way —in other words
a shop operated or influenced by Nicolas Bataille. Later,
after Rorimer reconstructed the four hangings, he and
Freeman became convinced that the tapestries had been
woven for the duc de Berry (1948-49, 251-52). At that
point they vacillated on the question of origin. They
marshaled what they regarded as evidence that Bataille
had produced the tapestries, but at the same time they
suggested (254~55) that the tapestries might have been
woven in the duke’s palace in Bourges, perhaps by
weavers called from Paris (see below). The two ideas are
mutually exclusive. If a leading entrepreneur like Ni-
colas Bataille were going to produce this relatively mod-
est set of tapestries, he would have no reason to set up a
weaving shop in a client’s palace. He would certainly
have used one of the established shops that he already
controlled or patronized in some weaving center we
cannot yet identify.

Before examining this question further it is important
to ask how likely or unlikely it is that, as Rorimer and
Freeman suggested, the duc de Berry commissioned the
complete hangings from which 2a-i came or received
them as a gift. To support their position, Rorimer and
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Freeman cited the presence of the duc de Berry’s coat of
arms on ten of the fourteen small banners flying near
the top of the Hebrew Worthies and also (they thought)
on the bosses of the vaults above the heads of Joshua and
David in that hanging. However these bosses do not
show his arms but what appear to be those of his brother
Louis I, duc d’Anjou. They also interpreted the letters u
and y that decorate the back wall of the room above
Hector’s head in 2d as emblems relating to Jean de Berry
(concerning these letters, see Subject). They called at-
tention to the three tapestries of the female Worthies in
Charles VI's inventory that showed the duc de Berry’s
coat of arms together with compositions related to the
ones in 2a-i (see Related Tapestries). Finally, Rorimer
and Freeman (1948-49, 254-55) referred to a document
which they thought might indicate, but not prove, that
these tapestries were woven at Bourges. The reference
concerns a payment made in 1385 to Jehan le Prestre for
reroofing the great hall of the duc de Berry’s palace in
Bourges “ou l'on faisait actuellement sa tapisserie, en
méme temps que 'on y taillait les pierres pour l’appareil
dudit palais” (where they were now making his tapestry
at the same time they were cutting stones there for the
adorning of the said palace).3* Rorimer and Freeman
understood the word tapisserie to mean “tapestry” in
one of its modern senses: that is, a tapestry-woven wall
hanging. However, as Salet has shown conclusively, in
the Middle Ages the word tapisserie could refer not only
to this kind of tapestry but also to a variety of furnishing
fabrics including ensembles of embroidered and woven
ones of various kinds and even leather hangings.32 Fur-
thermore, it is unlikely that tapestry weavers would
have been working in a room where stonecutters were
raising clouds of dust and making a great deal of noise.
On the evidence of this document alone we see no
grounds for claiming that any tapestry-woven wall
hangings were being produced in the palace, whether
these or any others.

Rorimer and Freeman acknowledged (1948-49, 252)
that the Metropolitan Museum’s tapestries could not be
identified with the tapestry (“tappis”) of the nine
Worthies (which they described as a “set” of tapestries)
that appears in the duke’s posthumous inventory of
1416 because it contained metallic yarns and 2a-i do
not, even though it had dimensions similar to those of
the three original hangings from which 2a-i came.33
While the two authors observed that compilers of inven-
tories sometimes made errors (thereby implying they
thought the tapestries of which 2a-i are fragments
might have been in the duke’s possession when the
inventory was taken but overlooked or described incor-
rectly), they suggested that 2a-i might have been miss-



ing from this inventory because the duke had already
given them to a relative as a wedding or New Year’s Day
present. Van Ysselsteyn (1969, 38-39) had a different
suggestion: the tapestries were not in the duke’s inven-
tory because they were not finished at the time of his
death in 1416. It is conceivable that the tapestries were
still on the looms at that time, but since we cannot be
sure that they were intended for Jean de Berry it is futile
to argue the point.

Having stated in his earliest published study of 2a-i
that the coats of arms represented in the tapestries were
those of the duc de Berry (1933}, Rorimer later (with
Freeman, 1948-49, 253) acknowledged that the arms of
France and of Burgundy (corrected in 1953, 17, to “old”
Burgundy) were also represented in the banners that fly
at the top of the Hebrew Worthies. However he did not
attempt to explain their presence. He simply observed
that the royal arms may or may not have significance
here and that the Burgundian arms had led him to search
the accounts of the dukes of Burgundy for possible refer-
ences to the tapestries. It was at this point that he
missed the chance to develop new ideas about the origin
of the tapestries and pursue them to some conclusion
that would free him from the need to associate their
early history exclusively with Berry.

Rorimer and Freeman (1948-49, 244) noted that tapes-
tries of the Neuf Preux, and in some cases also the
related subject of the female Worthies, belonged not
only to Philippe le Hardi and the duc de Berry but also to
the kings Charles V and Charles VI, to Louis I, duc
d’Anjou, and to the comte de Hainaut.34

Philippe le Hardi owned one, two, or three tapestries
of the Preux and Preuses containing metallic yarns (see
note 1). Two tapestries of the nine Worthies appear in
Charles V’s inventory of 1379-80.35 These may be the
two tapestries that appear in his son Charles VI’s ex-
pense accounts of 1389, when Jean de Jaudoigne was
summoned to repair, among other hangings, “deux tapis
de salle aux Neuf Preux” (two hall tapestries of the Nine
Worthies).36

As Rorimer and Freeman (1948-49, 244 ) noted, Louis I
d’Anjou owned a tapestry of the nine Worthies. However
neither they nor other writers who have discussed this
matter called attention to the fact that among the tapes-
tries listed in this duke’s inventory of 1364 there was
also a tapestry showing only the three Christian
Worthies. The first is described as “un tapis des IX preuz,
contenant xviij alnes” (a tapestry of the nine Worthies,
containing eighteen aunes), and the other as “un tapis
de Charlemaine, du Roy Artus et de Godefroy de
Billon, contenant vj alnes” (a tapestry of Charlemagne,
King Arthur and Godefroy de Bouillon, containing six

aunes).37 The latter is the only one among the several
Worthies tapestries cited in these princely accounts that
showed three rather than nine Worthies in one piece.
Although it was described as being much smaller—only
six square aunes, or about ten square yards—than any of
the other pieces, there is nothing in the inventory to
indicate that this piece was a fragment of a larger hang-
ing. Furthermore since it showed the three Christian
Worthies specifically and not a combination of men
representing two different Laws, as it might have done
had it been cut out of a larger hanging showing all nine
figures, we are inclined to believe that it was one of a set
of three hangings which together showed the nine
Worthies. If that is so, then this inventory entry serves
to indicate that such sets of tapestries, the kind from
which 2a-i came, had been produced before 1364.

The documents cited above do not indicate in every
instance what materials were used in the hangings; but
where such records exist they specify the presence of
metallic yarns along with the wool. The only tapestry
that was described as containing wool (and therefore
presumably no other fibers) was one of the three hang-
ings of the Preuses which appeared in Charles VI’s in-
ventory of 1422 and again ten years later when the king's
tapestries were disposed of (see Related Tapestries).
This piece was referred to in 1432 as “ung tappiz de
laine,” and it was appraised at 16 livres 4 sous. The other
two pieces in that set were valued at 8 livres 8 sous (with
three figures of female Worthies) and 12 livres 16 sous
(four figures).38 The last two pieces were probably ap-
praised for less than the first because, according to the
descriptions, they were old and worn and furthermore,
as Souchal (in Paris 1973, 42) and we conjecture (see
Related Tapestries), they may have lost some fabric
along the top. Even so, it seems certain that they would
have been appraised at higher figures than the woolen
piece if they had contained gilt and/or silver yarns. It is
important to note here that the tapestries owned by
great medieval patrons were not exclusively woven with
silk and metallic yarns, in combination with wool. Ex-
cept for the few metallic yarns used in some of the
flowers in the fourth hanging of the Apocalypse cycle in
Angers, those tapestries, produced for Louis I d’Anjou,
were woven only of wool. King has pointed out that the
Apocalypse tapestries (seemingly woven after the same
cartoons) owned by Philippe le Hardi and Jean de Berry
also contained only wool yarns.39

The documents cited here demonstrate that a number
of princes owned tapestries of the male and female
Worthies during the second half of the fourteenth cen-
tury and that at least some of these hangings were
woven of wool, without gilt and silver yarns. Since the
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Hebrew Worthies shows the arms of either Charles V or
VI, and also what appear to be the arms of Louis d’Anjou
and a form of the arms of the first ducal house of Bur-
gundy as well as the arms of the duc de Berry, it seems
possible that any one of those Valois princes or several of
them together might have commissioned these tapes-
tries. There were at least two occasions we know of
when this might have been done, and there must have
been others also. Charles V’s brothers assumed the re-
gency after his death in 1380, during the minority of
Charles VI. Later, after the new king became ill for the
first time in 1392, Jean de Berry and Philippe le Hardi
took power again, Louis d’Anjou having died in 1384.
Although we believe that the tapestries were woven
later than that, it seems possible that the four coats of
arms in the Hebrew Worthies might have been placed
there to celebrate a coalition of Valois power in a France
that was in turmoil. Perhaps it was for this reason that
what appear to be Anjou’s arms were blazoned on the
vault bosses below rather than among the banners flying
above: the duc d’Anjou was dead when the tapestries
were designed. In this connection it seems significant
that the arms of Louis, duc d’Orléans, brother of Charles
VI, whojoined the fight to control the throne but against
Burgundy, are not present. However, if this interpreta-
tion is valid, it fails to explain why the duc de Berry’s
arms far outnumber all the others at the top of the
tapestry—ten banners for him, three for the king, and
one representing what appears to be a form of the arms
of Burgundy ancient rather than the arms that Philippe
le Hardi used at this time.

Although we have found some grounds for associating
the tapestries specifically with Jean de Berry, as Rorimer
and Freeman had done at the outset, and also some
reason for thinking that he together with one or more of
his brothers might have commissioned them, it is im-
portant also to consider the possibility that someone
outside the royal family who wished to pay homage to
the Valois princes commissioned the tapestries from
which 2a-i come—someone who wished to celebrate
that family or to acknowledge Berry’s (or all the princes’)
suzerainty over himself or the territory in which he
lived and perhaps also to acknowledge some instance of
patronage. We can cite such an example of homage in the
pattern of stained-glass windows in some of the chapels
in the cathedral of Bourges, monuments that Rorimer
and Freeman (1948-49, 255, 258) referred to in their
study of the design influences in 2a-i. In the chapel that
Pierre Trousseau founded and had constructed about
1404-6 the lunette at the top of the window contains the
arms of the papacy, the arms of the antipopes Clement
VII, under whom Trousseau entered the clergy, and Ben-
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edict XIII, under whom he became a distinguished eccle-
siastic. Below these appear the arms of the duc de Berry,
lord of this region, at the left (heraldic dexter) and the
royal arms of France at the right {sinister). Donor figures
of Pierre Trousseau and his family, with their coats of
arms, appear below the lunette in the main part of the
window. A similar arrangement appears in the chapel of
Simon Aligret {ca. 1405-6). There the arms of Berry
occupy the same relative position and the arms of his
second wife, Jeanne de Boulogne, comtesse d’Auvergne,
appear at the right (sinister). The donor figures, with
their coat of arms, appear in the windows below.40

If the coats of arms in the Worthies tapestries were
disposed in the same way for the same or similar rea-
sons, then it is important to consider the possibility that
what appear to be heraldic designs on the butterfly
wings at the left side of the Hector of Troy and the right
side of the Hebrew Worthies—and it will require further
research to determine whether or not they are heraldic
—may be intended to represent the donor. It is also
important to consider whether the person who commis-
sioned the tapestries wished to express his regard for the
duc de Berry in particular. The answers to these ques-
tions could help determine the date of the commission
and the range of dates during which the tapestries could
have been woven.

Rorimer did not pursue his study of the armorial
motifs in the hangings to this point and therefore clung
to his belief that the tapestries had been produced for the
duc de Berry by Nicolas Bataille or in a shop under his
supervision. The notion that the hangings were associ-
ated with Bataille and woven in Paris did not originate
with Rorimer, who in his earlier studies had proposed
that city as the place of origin. He was probably follow-
ing Hunter who, in his catalogue entry for the exhibi-
tion of that piece in Cleveland in 1918, attributed it to
Paris in the last quarter of the fourteenth century be-
cause of its supposed similarity to the Apocalypse in
Angers. In his later publications Hunter repeated this
opinion, which was shared by every subsequent writer
except Coffinet (1971, 1977), Stucky-Schiirer {1972), and
Sterling (1987}, who did not endorse the attribution to
Paris.

Rorimer {1947-48, 93, 98) developed arguments in-
volving both stylistic and technical considerations to
support his theory that Nicolas Bataille had either
woven or produced 2a-i. He observed that both 2a-i and
the Apocalypse hangings show large figures seated in
vaulted golden tan masonry buildings set off against
blackish blue grounds and that both used palettes fea-
turing red and blue. He noted that the manner of render-
ing the figures’ hair and beards with slits and shading



was the same in both sets of hangings and claimed that
this, along with the use of “double” weft yarns (two
strands, plied) were “technical peculiarities pointing to
the Bataille workshop.” Rorimer repeated most of these
comparisons in the major study he published with Free-
man (1948-49, 254} and added that the Apocalypse and
the Worthies both show butterflies and foliage at the
sides and that both were woven with twelve and a half
warp yarns to the inch. Had he been writing again some
thirty-six years later, when it was discovered that the
Apocalypse tapestries were woven so that the back was
finished as neatly as the front and were therefore ef-
fectively reversible, he would have been able to add that
information. All of Rorimer’s observations (except his
remarks concerning the palette which are no longer
acceptable now that the variety and brilliance of the
colors on the back of the Apocalypse pieces have been
revealed) are valid as far as they go. However enough
new data have come to light since Rorimer’s time to
enable us to know that the technical “peculiarities” he
identified with Bataille’s workshop are not limited to
the Apocalypse and the Worthies and furthermore that
most of the stylistic similarities belong to the period
and place. Although 2a-i share certain artistic and tech-
nical features with the Apocalypse tapestries, we have
no reason to associate those features with any particular
weaving center. We know that the duc d’Anjou’s Apoc-
alypse was produced through the agency of men who
were active in Paris and Arras; but since so few records
have survived we cannot be sure that entrepreneurs in
other parts of France and the southern Netherlands were
not producing similar tapestries.

Rorimer and Freeman (1948-49, 258-60) dated 2a-i
about 1385 because they found stylistic similarities
linking these hangings not only to the Angers Apoc-
alypse tapestries (which they believed were still on the
looms in 1384} but also to the duc de Berry’s Petites
Heures, his Psalter, and the Albumasar treatises (see
Source of the Design), all of which they dated in the
ninth and tenth decades of the fourteenth century. Most
later writers followed Rorimer and Freeman in dating
2a-i about 1385. Others proposed a date generally in the
last quarter of the fourteenth century. Among them only
Ferrero Viale (1967}, Coffinet (1977), and Sterling (1987)
specifically wrote that they regarded 2a-i as having been
designed later than the Apocalypse. Salet (1987) ex-
pressed the opinion that the date of 2a-i is uncertain but
made no alternate suggestions.

Since the compositions in the Worthies are not narra-
tive, the designer had little occasion to deal with the
problems of organizing forms on the surface and in
depth. All the forms have been placed close to the pic-

ture plane and parallel to it. Therefore, in considering
the matter of style, we must depend primarily on the
character of the drawing. The forms in the Apocalypse
tapestries are drawn with sinuous curves and fillips that
endow them with an ornamental value totally lacking
in 2a-i except for a vague hint of it in the drapery that the
main figures wear. The draperies in the Angers tapes-
tries break into a system of small linear folds that have a
kind of buoyant energy totally different from the monu-
mental stillness the draperies in 2a-i show. The Apoc-
alypse pieces reflect the mellifluous Paris court style of
the first half of the fourteenth century. Although the
drawing in the Worthies shows a residual hint of this
style, particularly in the rendering of the main figures, it
is modern and vigorous in a way that places the design of
2a-i in a period of transition from the earlier French
court style to the direct realism of fifteenth-century
Netherlandish painting, as Meiss (1967, 59) and Sterling
(1987) have already suggested. Some of the differences
we see between the two sets of hangings may fairly be
attributed to the personal style of the designers. Beyond
that it is clear that we are dealing with a matter of
chronological development. In terms of style 2a-i are
much closer to the surviving pieces of the Story of
Saints Piat and Eleuthére in the cathedral in Tournai
than they are to the Apocalypse hangings, and some of
the facial types in the Worthies tapestries, particularly
the faces of some of the men in the side towers and at the
top of the Hebrew Worthies, are strikingly similar to
some in these tapestries in Tournai.4: We know that
Hennequin de Bruges began to work on the Apocalypse
designs for Louis d’Anjou before 1378. The Story of
Saints Piat and Eleuthére tapestries originally con-
tained an inscription, now lost, indicating that they
were finished in December 1402. Therefore we suggest
that the tapestries from which 2a-i came were designed
no earlier than 1400 and, on the grounds of fashion in
costume, possibly a bit later.

Three specialists in the art of painting at this period
have suggested independently to the author that in
terms of style the Worthies could not have been de-
signed before 1390-1400.4> Concerning the matter of
fashion in costume, van Buren43 made a preliminary
study of the attendant figures’ garments and concluded
that the tapestries were probably designed at the begin-
ning of the fifteenth century. She noted that some of the
ladies on the balcony of the Hebrew Worthies wear the
kind of houppelandes that were fashionable in Paris
around 1390 and that others have the version of this
garment that dates from approximately 1400. The short
houppelande on the man at the far right end of the
balcony was worn from about 1390 onward. The warrior
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standing in the lower right corner of the Hebrew
Worthies has a long houppelande with wide sleeves that
is roughly contemporary. Van Buren also called atten-
tion to the absence of long points on the shoes (pikes or
poulaines) which in itself indicates a date during the
first five years of the fifteenth century. Because the
garments in 2a-i show a mixture of earlier and later
fashions and also because some of the details differ from
the corresponding ones that were to be found in Paris at
this time, van Buren suggested that the designs were
probably created in a provincial center rather than in
Paris and between about 1400 and 1405. We endorse
these suggestions and are prepared to extend the date to
1410 on the grounds of both van Buren’s observations
and our own, particularly in reference to the style of the
men’s hair and beards.44

RELATED TAPESTRIES

No other fragments of the set of hangings from which
2a-i came nor of any other set woven after the same
cartoons are known to have survived. The tapestry
showing King Arthur, Charlemagne, and Godefroy de
Bouillon that appears in Louis I d’Anjou’s inventory of
1364 (see note 37) and that we believe was one of three
hangings which together showed the nine Worthies was
much smaller than any of the pieces to which 2a-i
belonged. It measured approximately 91 square feet
(8.45 square meters) as compared with the minimum
area of 336 square feet (31.21 square meters) that we
calculate for each of the original Worthies tapestries.
Unless we assume that the same patterns were scaled
down by a factor of three and a half, which seems un-
likely, we must conclude that the duke’s tapestry was
woven after a different set of cartoons.

The three tapestries of the Preuses or female Worthies
owned by Charles VI are the only hangings of which we
have any record that may have formed a companion
cycle. Unfortunately the citations in the inventory of
1422 and the slightly different descriptions in the list of
the king’s tapestries that were distributed in 1432 donot
include the dimensions. The largest piece—we assume
it was larger than the other two because it contained
four rather than three major figures—was described as
follows in the documents of 1432, which are more de-
tailed than the earlier inventory: “Item, ung tappiz bien
vielz et usé, out il a plusieurs personnaiges de Roynes et
autres Dames, nommées: Darphille, Argentine, sa seur,
Synoppe et Ypolite, ol il y a au-dessoubz desdiz person-
naiges escripture et leurs nommes escrips au-dessus; en
hault sont les armes de Berry emplusieurs ecussons . . .”
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(Item, a very old and worn tapestry in which there are
figures of queens and other ladies named Darphille, her
sister Argentine, Synoppe and Ypolite, [and] where there
is writing under the said figures and their names written
above; up top are the arms of Berry on several shields).
The compiler of the 1432 list apparently made an error
in his notation concerning the placement of the inscrip-
tion which in the earlier inventory clearly indicates that
the names belong with the writing below the figures and
not above, as follows: “ . . o il y a au-dessoubz desdits
personnages escripture et leurs noms escripz, et au-
dessus, en hault, sont les armes de Berry. . ..” The in-
ventory of 1422, in which this tapestry is listed as num-
ber 151, suggests that the duke’s coats of arms are shown
apart from the shields (“au-dessus, en hault sont les
armes de Berry—et plusieurs petiz ecussons”) rather
than, as the later text specifies most importantly, on the
shields.4s

The second piece {no. 152 in the inventory of 1422)
was listed in 1432 as “Item, ung autre tappiz, vielz et
usé, o il y a plusieurs personnaiges de Roynes at autres
Dames, c’est assavoir: Thamaris, Theucra et Pentha-
silée, et au dessoubz d’elles a grans escriptures de leurs
noms parescript, et au-dessus par en hault les armes de
Berry...” {Item, another old and worn tapestry in
which there are several figures of queens and other
ladies, that is to say: Thamaris, Theucra and Penthasi-
lée, and beneath them [there are] large inscriptions with
their names written in them, and above them, up top,
the arms of Berry . . . ). This piece and the preceding one
were among the tapestries listed in a document dated in
Paris on October 5, 1432, as having been delivered to the
Regent, the duke of Bedford.

The third tapestry (no. 153 in the inventory of 1422),
which on February 11, 1432, was given to Pierre le
Boursier, the late king’s hanger of tapestry chambers,
was described as follows: “ung tappiz de laine a iij grans
personnaiges de Dames, c’est assavoir: Ménalope,
Semlijramis et Lampheto, et au dessus escripture, et
leurs noms par escript, avec plusieurs autres person-
naiges au dessus d’elles, armoyé en hault des armes de
Berry en petis escussons...” {a wool tapestry with
three large figures of ladies, that is to say: Menalope,
Semiramis and Lampheto, and above [them there is|
writing and their names written [there] with several
other figures above them, [and] blazoned up top with the
arms of Berry on small shields . . . ). In the 1422 inven-
tory the inscriptions with the names are specified as
being below (“au dessoubz”) the women rather than
above them, and the figures above the female Worthies
are qualified as being small (“avecques plusieurs autres
petiz personnages au dessus de elles . . .”). However the



earlier text does not mention the wool or the fact that
the duke’s arms are on the shields.

Rorimer and Freeman (1948-49, 253) believed that the
description of these three tapestries suggests that they
were “the exact female counterpart to our Heroes.”
However the descriptions of the two sets of composi-
tions do not tally as well as that. It can be argued that
inscriptions like the ones below, and coats of arms like
the ones above, the main figures in the Preuses were lost
along with the fabric that is obviously missing from the
tops and bottoms of the four reconstructed Worthies
tapestries. But as for the coats of arms “en hault,” there
are coats of arms in the upper part of the Hebrew
Worthies, a part of the composition that has also sur-
vived in the King Arthur, Caesar, and Hector hangings
where there are not now, and never were, any coats of
arms. Purthermore, the Preuses were described as show-
ing only the arms of Berry and not the arms of France,
Burgundy ancient, and probably also Anjou, which ap-
pear along with the arms of Berry in the Hebrew
Worthies. As for the fact that only one of Charles VI’s
three Preuses tapestries (no. 153) showed “several other
figures” above the main characters whereas all three of
the hangings from which 2a-i came obviously had such
figures, Souchal (in Paris 1973, 42) offered a reason-
able explanation: that the upper registers of two of the
Preuses had been lost before they were inventoried in
1422. If that is true, then it is fair to suggest that the
three Preuses tapestries may have been composed like
the three to which 2a-i belonged. However, since no
other figures were described as appearing beside the
main figures in the Preuses, as they clearly did in the
three complete Worthies hangings, we proceed with cau-
tion when attempting to resolve this problem.

The fact that the compositions in these two sets of
tapestries were at least very similar if not the same
raises a point that has not yet been addressed in the
literature: Charles VI’s tapestries showed ten, not nine,
female Worthies, and Philippe le Hardi owned one or
two tapestries that showed ten male and nine female
Worthies (see note 1). Therefore it is fair to suggest that
the three complete hangings from which 2a-1 came may
also have shown ten rather than nine Worthies. Because
we have enough of the Hebrew Worthies to show that it
was complete with three main figures, it is clear that the
tenth man, if there was one, could not have represented
the Hebrew Law. So little of the other two hangings has
survived that we cannot say whether the tenth man
would have been another Pagan or Christian Worthy,
perhaps—to use the list of alternates Marillier (1932, 14)
gave—Pompey, Hercules, Frederick I, Guy de Lusignan,
or Bertrand du Guesclin, recently deceased (1380).
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Gothique: Le siécle de Charles V. Exh. cat., Grand Palais. Paris,
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NOTES

1. See Rorimer and Freeman, “The Nine Heroes Tapestries at The
Cloisters,” MMA Bulletin, n.s. 7 {1948-49} pp. 253-54, where the
authors discuss “Philip’s set of Heroes and Heroines...” as
though these were the only tapestries of this subject that he had.
However, the records of Philippe’s payments indicate that he



owned not only one tapestry (or perhaps set of tapestries?—
referred to as a “tapis”) showing nine male and nine female
Worthies but also one or two hangings or sets of hangings showing
ten male and nine female figures. See Bernard and Henri Prost, In-
ventaires mobiliers et extraits des comptes des ducs de Bour-
gogne de la maison de Valois, vol. 2, Philippe le Hardi (1378-1390)
(Paris, 1908-13) pp. 438 item 2755, 444 item 2777, and 540 item
3345, all of which concern payments made in 1388 and 1389 for
work done on a tapestry of the “g preux et 9 preuvvez” (also spelled
“preuses,” “preuvves”}, and also pp. 429 item 2711 and 642 item
3762, which deal respectively with a payment made in 1388 for a
“drap de hautheliche de l'istoire des dix preux et ¢ preuses” and
another made in 1390 for “un tapiz des dix Preux et des 9 Preuses,”
both bought from Pierre de Beaumez “tapissier et varlet de cham-
bre de Mgr.” It is not clear whether these payments concern one
and the same tapestry (or set of tapestries) or two different pieces
or sets.
. The same is true of the reverse face of the Apocalypse tapestries in
Angers. See Alain Erlande-Brandenburg et al., La tenture de
I'Apocalypse d’Angers (Nantes, 1987) figs. 48, 55.
. Two different versions of the duke’s coat of arms rendered in this
way appear in the cloths of honor hanging behind the figures
seated in pavilions at the left ends of the third and fifth pieces of
the six Apocalypse tapestries in Angers; see Erlande-Brandenburg
et al.,, La tenture, figs. 22, 30, 122, I54.
. The author wishes to thank Jean-Bernard de Vaivre for remark-
ing on the significance of this detail during the course of a
conversation.
. The field of the duc de Berry’s arms is represented on the third,
possibly the fifth, and the ninth banners from the left end as a
small section of a field scattered with fleurs-de-lis, a whole one in
the center, and the tips of four others in the corners. However on
the fourth, sixth, seventh, tenth, twelfth, and fourteenth banners,
there is only a single fleur-de-lis in the field. The duc d’Anjou’s
arms, with a plain rather than engrailed border of gules, appear in
both forms, as well as with a field completely covered with fleurs-
de-lis, on banners and shields in the Apocalypse tapestries in
Angers; see Erlande-Brandenburg et al., La tenture, figs. 18-20, 95,
122. The single fleur-de-lis within the engrailed border also ap-
pears as the duc de Berry’s coat of arms on a French stone medal-
lion of about 1400 in a private collection; see Les fastes du
Gothique: Le siécle de Charles V, exh. cat., Grand Palais (Paris,
1981) no. 107, illus. Concerning the arms bendy without the
border of gules, de Vaivre indicated in conversation that he has
occasionally seen examples of the coat of arms of the first ducal
house of Burgundy in this form but that he is studying the matter
further and will comment on his findings in a forthcoming
publication.
. The wings of the butterflies represented in the Angers Apocalypse
are patterned with armorial blazons. See Erlande-Brandenburg et
al., La tenture, figs. 2, 3, 23, 24, 95, 122, 154, which show but-
terflies having one or two pairs of wings blazoned with either the
arms of Louis I, duc d’Anjou, alone or with his arms on the dexter
wings and the arms of his wife, Marie de Bretagne (ermine), on the
sinister wings.

. Ackerman and many other writers referred to these nine men as
Heroes, a term that Rorimer used consistently in his publications.
However, since the characters derive from a French literary source
and are referred to without exception in French literature as Preux
(Worthies) and never as Héros (Heroes), we prefer to use the former
term in this catalogue entry.

. Concerning the early history of the Worthies theme, see Robert L.
Wyss, “Die neun Helden: Eine ikonographische Studie,” Zeit-
schrift fiir Schweizerische Archdologie und Kunstgeschichte 17
(1957) pp. 73-77.

. Bibliothéque Nationale, Paris, MS fr. 12559, fols. 125, 125v. Pas-

toureau published the miniatures with the date usually assigned

I0.

II.

I2.

13.

14.

15.

16.

17.
. For illustrations of the y motifs in the Apocalypse tapestries, see

19.

20.

21.

22.

to them, or about 1394-95, whereas Meiss believed they were
painted about 1404. See Michel Pastoureau, “Héraldique—
Sigillographie,” in Les fastes du Gothique, p. 410, the male
Worthies illustrated; also Millard Meiss, French Painting in the
Time of Jean de Berry: The Limbourgs and Their Contemporaries
(New York, 1974} vol. 1, pp. 14, 381, and vol. 2, figs. 47, 48, both the
male and female Worthies illus.

Wyss, “Die neun Helden,” pp. 98-102, published charts listing the
charges shown on the nine male Worthies’ shields in certain
French, German, and Swiss works of art dating from the four-
teenth to sixteenth centuries, but unfortunately he did not cite
the tinctures of the fields and charges. Nevertheless these charts
make it clear that the coat of arms assigned to each man fre-
quently varied.

The field is gules in a late fifteenth-century tapestry of the
Worthies in the Historisches Museum, Basel; see Hans Lanz, Die
alten Bildteppiche im Historischen Museum Basel (Basel, 1985)
pp. 52-53, illus. in color. See also Jean-Bernard de Vaivre, “Les trois
couronnes des hérauts,” Archivum Heraldicum 86 (1972) pp. 30-
35, for a discussion of Arthur’s blazon.

See Wyss, “Die neun Helden,” chart, p. 98. See also Pastoureau,
“Héraldique—Sigillographie,” in Les fastes du Gothique, p. 410,
who notes that Hector’s arms were not confused with Alexander’s
in the Saluzzo manuscript. In Wyss’s chart, the Worthy in the
Metropolitan Museum’s tapestry is identified as Alexander, pre-
sumably because Wyss followed the writers who had published
the hangings according to the identification of the figures that
Rorimer and Freeman had made. For the Manta murals painted
between 1411 and 1430, see Paolo d’Ancona, “Gli affreschi del
castello di Manta nel Saluzzese,” L’Arte 8 (1905) pp. 94-106, the
walls showing both the male and female Worthies illus.

MS Bodley 264; see The Romance of Alexander {Oxford, 1933),
introductory text by M. R. James. The main section of the book is a
facsimile of the manuscript; for the small figures see especially
fols. 51v, 67v, 74V, 88V, 101V, 1071, 1191 and v, 1291, and intermit-
tently to the end.

The author wishes to thank Roger S. Wieck for bringing this
miniature to his attention. It appears on fol. 66v of MS w.125; see
Lilian M. C. Randall et al.,, Medieval and Renaissance Manu-
scripts in the Walters Art Gallery, vol. 1, France, 875-1420 (Balti-
more and London, 1989} p. 198, not illus.

See Jean Lafond et al., Les vitraux de I'église de Saint-Ouen de
Rouen, vol. 1 (Paris, 1970} pp. 172-74 and pls. 44-45 (Saints Becket
and Eloi), and especially also pp. 141-42 and pls. 30, 32, 33 (Saint
Nicaise). See also pp. 39-40, where the windows are dated about
1325, and Frangoise Perrot, “Vitraux,” in Les fastes du Gothique,
p. 379, where she dates the construction and glazing of the choir
between 1318 and 1339.

Perrot, “Vitraux,” in Les fastes du Gothique, no. 329, illus. See a
larger illustration in Lafond et al., Les vitraux, pl. 42.

Perrot, “Vitraux,” in Les fastes du Gothique, p. 384, not illus.

Erlande-Brandenburg et al., La tenture, figs. 95, 138, 162.

See Jean-Bernard de Vaivre, “Notes d’héraldique et d’embléma-
tique a propos de la tapisserie de l’Apocalypse d’Angers,” Comptes
rendus de I'Académie des Inscriptions et Belles-Lettres, 1983,
pp- 97-98, 102—4, for the summary of Planchenault’s opinions, and
104-13 and n. 54, and figs. 36-39, for de Vaivre’s exposition of his
own interpretation which was itself partly anticipated in Rose
Graham, “Shorter Notices: The Apocalypse Tapestries from An-
gers,” Burlington Magazine 89 (1947) p. 227.

This detail of the tapestry is illustrated in color in Eduardo Torra
de Arana et al., Los tapices de La Seo de Zaragoza (Saragossa,
1985) p. 20.

Letter from Roger S. Wieck to the author, February 23, 1989. For
details concerning the miniature see note 14 above.

Among other miniature paintings may be cited the Four Evange-
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23.

24.

25.

26.

27.

28.

29.

30.

31

32.

33.

lists page by the Pseudo-Jacquemart in an early fifteenth-century
Evangeliary now in the Bibliothéque Municipale in Bourges (MS
48, fol. 1); see Millard Meiss, French Painting in the Time of Jean
de Berry: The Late Fourteenth Century and the Patronage of the
Duke (London and New York, 1967) vol. 1, pp. 320-21, vol. 2, fig.
253. There the figures are arranged in the spaces of an architec-
tural facade somewhat like that shown in the tapestries. Other
settings like these that harbor military and musical figures appear
frequently in the Romance of Alexander in the Bodleian Library
whose illustrations were completed by Jehan de Grise in 1344 {see
note 13 above). In relation to the category of seals, the author
thanks John H. Plummer for calling his attention to it. See for
example a seal of 1365 of Marguerite, comtesse de Flandres, show-
ing that lady standing in a niche flanked by smaller niches con-
taining angels holding blazoned shields: Auguste Coulon, Inven-
taire des sceaux de la Bourgogne (Paris, 1912) pl. xx, no. 93, and
p. 21 text for no. 92 (the texts for nos. 93 and 92 were confused). See
also a number of English seals of the middle and second half of the
fourteenth century, in T A. Heslop, “The Episcopal Seals of
Richard of Bury,” Medieval Art and Architecture at Durham
Cathedral, British Archaeological Association Conference Trans-
actions, 1977 (London, 1980) pls. XXIV A, XXV E, XXVI C.

See Stephen K. Scher, “Note sur les vitraux de la Sainte-Chapelle
de Bourges,” Cahiers d’archéologie et d’histoire du Berry, no. 73
(December 1973) p. 39, for a brief but carefully considered account
of the present condition of the windows.

See Scher, “Note sur les vitraux,” figs. 5, 9-14, for detail illustra-
tions of examples of all three types of heads. For illustrations of all
twenty-four prophets and apostles in the Psalter, see Meiss, French
Painting . . . Patronage of the Duke, vol. 2, figs. 51-74.

In the windows that feature six lancets the architectural details of
the buildings represented in the four outer windows are virtually
the same, but in the two central lancets the facades show different
details. See Lafond et al., Les vitraux de I’église de Saint-Ouen, pls.
32, 38, 44.

The Saint Nicaise windows are illustrated in Lafond et al., Les
vitraux de I’église de Saint-Ouen, pls. 32-33, with a detail of a
lower story on pl. 30. The pertinent commentary appears on
Pp. 141-42.

The Saints Eloi and Becket windows are illustrated in Lafond et
al., Les vitraux de I’église de Saint-Ouen, pls. 44-45. The perti-
nent commentary appears on pp. 172-74.

The Saint Etienne windows are illustrated in Lafond et al., Les
vitraux de I’église de Saint-QOuen, pls. 38-39 {commentary on
PP- 148-49, 155).

Jean Helbig, “Circulation de modeles d’ateliers au XIVe siécle,”
Revue Belge d’Archéologie et d’Histoire de I’Art 8 (1938) pp. I15-
17.

Fabienne Joubert, “L’Apocalypse d’Angers et les débuts de la tapis-
serie historiée,” Bulletin Monumental 139 (1981) pp. 134-35 and
figs. 1-12.

Quoted from Alfred de Champeaux and P. Gauchery, Les travaux
d’art exécutés pour Jean de France, duc de Berry (Paris, 1894) p. 64.
Francis Salet, “Remarques sur le vocabulaire ancien de la ta-
pisserie,” Bulletin Monumental 146 (1988) pp. 211-12.

For the reference in the duke’s inventory, see Jules Guiffrey, Inven-
taires de Jean, duc de Berry (1401-1416) {Paris, 1894-96) vol. 2,
p. 209, item 17, “ .. un autre tappis nommé le Tappis des neuf
Preux, contenant séze aulnes de long et quatre aulnes de large ou
environ, de l'ouvrage d’Arras, fait d’or, d’argent et de laynne de
plusieurs couleurs, qui font a l'aune quarrée rxir aulnes...”
(... another tapestry called the tapestry of the Nine Worthies,
measuring about sixteen aunes in length and four in width, of
Arras work, made of gold, silver and wool of several colors, which
comes to sixty-four square aunes . . . ). Assuming that the dimen-
sions refer to the Paris aune, which was equivalent to 463/4 inches,
we calculate that the tapestry was about 627/3 feet longand 157/2
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35.

36.

37.

38.

39.

40.

41.

42.

43.

44.

45.

feet high (19 X 4.75 m), or roughly three times as long as Rorimer
and Freeman estimated each of the original Worthies tapestries to
be and roughly just as high.

. See Alexandre Pinchart, Histoire générale de la tapisserie, pt. 3,

Histoire de la tapisserie dans les Flandres (Paris, 1878-85) p. 21I.
The comte de Hainaut’s tapestry appears in the inventory of 1418
of the Hotel du Porc-Epic in Paris as “Ung grant tappis des Neufs
Preux.”

For the text of this inventory see Jules Labarte, Inventaire du
mobilier de Chatles V, roi de France (Paris, 1879); the reference to
the tapestries, “Item les deux tappis des Neuf Preux,” appears as
item 3680 on p. 378.

Jules Guiffrey, Histoire générale de la tapisserie, pt. 1, Histoire de
la tapisserie en France (Paris, 1878-85) p. 22, where the author
recorded rather than quoted the text of this account.

See G. Ledos, “Fragment de l'inventaire des joyaux de Louis I¢r, duc
d’Anjou,” Bibliothéque de I’Ecole des Chartes 50 (1889} p. 171 no.
184 (5) and p. 173 no. 184 (18) respectively.

Transcriptions of the citations for these three tapestries in the
inventories of 1422 and 1432 are given in Jules Guiffrey, “Inven-
taire des tapisseries du roi Charles VI vendues par les Anglais en
1422,” Bibliothéque de I'Ecole des Chartes 48 (1887) pp. 90-91,
411, 424. The piece specified as being made of wool, which showed
Menalippe, Semiramis, and Lampheto, is referred to on p. 424 as
having been given to the king’s tapestry hanger in 1432.
Donald King, “How Many Apocalypse Tapestries?” in Veronika
Gervers, ed., Studies in Textile History, in Memory of Harold B.
Burnham {Toronto, 1977} pp. 161, 164-65.

For illustrations of the windows in the Trousseau and Aligret
chapels, see A. des Méloizes, Vitraux peints de la cathédrale de
Bourges postérieurs au XIIIe siécle (Paris, 1891-97) pls. 1 and 3;
commentaries appear on pp. 2-4 and 11-12 respectively.

For a set of black and white illustrations of the tapestries in
Tournai, see Monica Stucky-Schirer, Die Passionsteppiche von
San Marco in Venedig (Bern, 1972) figs. 44-49; see also a detail in
Roger-A. d'Hulst, Flemish Tapestries from the Fifteenth to the
Eighteenth Century (New York, 1960) pp. 18-19.

The author wishes to thank Anne van Buren, Jonathan Alexander,
and Francois Avril for their willingness to consult with him on
this question.

Professor van Buren was kind enough to make this study at the
author’s request. Her report, which has not been published and for
which he thanks her here, was contained in a letter addressed to
the author on April 11, 1989.

For illustrations of similar women’s houppelandes and coiffures
which simply demonstrate that the basic silhouettes and forms
van Buren identified primarily in the context of their earliest
appearances continued to be represented in other works of art
dated at least as late as 1410, see Meiss, French Painting . . . The
Limbourgs, vol. 2, figs. 12 and 19 (Epitre Workshop, 1403-4), 3742
(Cité des Dames Workshop, ca. 1405-10), 141-42 (Epitre Workshop
and Cité des Dames Workshop, ca. 1406-10), and 163 (Orosius
Workshop, 1407). For some of the male attendants’ costumes and
hair and beard styles, see figs. 14 and 20 (Epitre Workshop, 1403~4),
15 (Cité des Dames Workshop, shortly after 1410), and 49 (Cité des
Dames Master, ca. 1404). See also illustrations of men wearing
similar garments and hair and beard styles in the tapestries of the
Story of Saints Piat and Eleuthére in the cathedral in Tournai
(dated 1402) in Stucky-Schiirer, Die Passionsteppiche, figs. 44-49,
and a detail in d'Hulst, Flemish Tapestries, pp. 18-19.

Quoted from Guiffrey, “Inventaire des tapisseries du roi Charles
VI” (see note 38 above), pp. 411, 424. The citations in the inventory
of 1422 are given on pp. 90-91. It is not clear whether the slightly
different descriptions of the tapestries given in the two sources are
to be interpreted as different perceptions of different compilers or
errors in the descriptions or errors in Guiffrey’s transcriptions of
the documents.



3
The Falcon’s Bath

Two hangings woven after the same or similar
cartoons, one tapestry woven in reverse orientation

Southern Netherlands, 1400-1415

Wool warp, wool wefts

3a: 10 ft. X g ft. 83/4 in. (3.05 mXx2.97 m)

12-14 warp yarns per inch, 5-6 per centimeter

Gift of Frank Jay Gould, 1946 (46.58.1)

3b: 8 ft. 4 in. X 7 ft. 7 in. {2.54 m X 2.31 m)

11-13 warp yarns per inch, 4-5 per centimeter

Gift of Mr. and Mrs. Frederic B. Pratt, 1943 (43.70.2)

CONDITION

Cut on all four sides, 3a was probably the major section
of alarger hanging. It has been heavily restored by patch-
ing and reweaving. Fragments of another red-ground
tapestry, together with pieces of later weaving, have
been inserted along the left and top sides. Almost the
entire lower central portion of the piece has been re-

woven with new warp and weft yarns. The passages that -

fall within this area are as follows: both main figures,
except for most of the woman’s head, the left part of her
standing collar, her right shoulder and right hand, and
the man’s head, left hand, and most of the fur linings of
both of his sleeves; the falcon and most of the basin to
the right; almost the entire ground area between the
figures and the bottom of the tapestry; all the tree
trunks behind the two main figures, some of that fo-
liage, all of the plants and ground area to the right of the
man, and parts of all four small figures in the back-
ground. There are also smaller repairs on new warp
yarns in the upper left and right sections of the back-
ground as well as small areas of reweaving with new
weft yarns on the original warp in the small figures at
left and right, the fur lining of the man’s garment, and
the base of the plant under the basin. Since the heads and
other important parts of each of the main figures have
survived, and since these images agree essentially with
corresponding images in 3b, it seems likely that the two
figures were originally in the places they now occupy
and that, despite the extreme nature of the restorations,
the composition we now see is, in broad terms, what was
there originally. Comparing the details in this piece
with corresponding details in 3b, one finds that 3a must
have been restored by following the design for the other
in reverse. All the tree trunks, for example, were copied
from the trunks in 3b. The garments of both main fig-

ures were also copied verbatim from 3b, and the fact that
the man’s beads are in alternating tones of orange and
golden brown, as the restored beads in 3b are rendered,
proves that these garments were copied after 3b itself
was restored (see below). Through a restorer’s mistake
in 3a, the seams at the top of the man’s set-in sleeves
have been eliminated and oak branches take their place.
In 3b the construction of the garment at the shoulder
line is clearly and logically represented, and these seams
have been decorated with needlework representing oak
leaves—undoubtedly the prototype for the misunder-
stood detail that the restorer introduced at that place
in 3a.

All four sides of 3b have also been cut, and it was
probably also the main section of a larger hanging. It has
been very heavily restored by patching and reweaving.
The entire bottom of the tapestry, from the hems of the
main figures’ garments to the lower edge, does not be-
long to the rest of the fabric. Both upper corners and
most of the left and right sides of the field have been
rewoven on new warp yarns. These passages include
most of the small figure in the background to the left of
the man’s shoulder and most of the small figure in the
tree above and to the right of the woman'’s head. Parts of
the lower garments of both main figures, the woman'’s
chin and collar, and the lappet above her left shoulder
have also been restored with new warp and weft yarns.
There are small areas of reweaving on the original warp
throughout the piece and these have altered the drawing
of both main figures’ facial features. The large beads
strung around the man’s body have been changed
through this reweaving from what seems to have been
their original color, red or reddish brown, to brownish
orange alternating with golden brown.

The colors in both pieces have faded appreciably but
are still rich, especially in the red passages. The green
grass on the island or knoll on which the figures sit has
turned to dark greenish blue.

DESCRIPTION AND SUBJECT

In 3a, two fashionably dressed figures, a lady and a gen-
tleman, are seated in the center foreground on a grassy
knoll or island where a variety of small blossoming
plants grows in profusion. She sits at the left, he at the
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right. Orange trees in fruit and blossom and oak trees
grow at the rear of the grassy rise. A young man is
standing in the upper branches of an oak tree at the far
left and another youth, wielding a pruning knife, is
perched high in the branches of an oak tree right of
center. At the right a young man or a boy runs downhill
toward a fashionably dressed man standing below. The
space behind the figures and their immediate setting is
rendered as a flat plane of pinkish red on which oak
branches and flowering branches, all with cut ends, have
been scattered, as though tossed there by the pruners.

The lady holds a falcon on her gloved left fist; her
tasseled gauntlet and the two tasseled leashes tied to the
bird’s legs hang below her hand. The gentleman places
his right hand on his right knee, and with a rod in his left
hand he splashes the water in a small round basin that
rests on the ground between him and the lady. Both
main figures wear the houppelande, a loose, full outer
robe. The lady’s garment has a high, round collar stand-
ing upright at the back and sides, with the points turned
outward at the throat. She wears a jeweled necklace and
a jeweled belt cinched very high on the waist. Her
funnel-shaped sleeves are long and wide; and they, like
the collar and hem, are lined with black and white
ermine fur. Her headdress comprises a padded fabric
roll, or bourrelet, resting on two “horns” of hair that
have been padded and rolled high over the temples. The
bourrelet, which is studded with short spikes of yarn or
padded fabric, each tipped with a pearl or bead, rises
forward and upward from either side of a jeweled pin
above the center of the forehead and then turns abruptly
backward.r An ermine lappet falls from the back of the
headdress at the left.

The gentleman’s houppelande is cut like the lady’s
except for the neckline, where the collar remains up-
right and close to the neck all around, and the sleeves,
which are set in at the shoulders rather than made in one
piece with the body of the garment as hers are. The
details of this construction, which has been altered by
the restorer’s hand, can be seen clearly in the houppe-
lande worn by the gentleman in 3b. The inner edge of the
collar and the turned-back edges of the sleeves and
hemline show that this garment is lined with tightly
curled brown fur. The gentleman wears a long strand of
beads made of coral or some other reddish stone wound
once around his neck, then passed over his right shoul-
der and completely around his body at hip height. At his
waist he wears a wide belt from which hang short
lengths of chain, a small bell fixed to the end of each one.
Similar accessories are represented in numbers of min-
iature paintings of the early fifteenth century.2 On his
head is a chaperon, a hood twisted into a turban. Its
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silhouette is low and wide, and the point of the hood, or
a separate tippet, falls forward where it is held to the rest
of the fabric with a jeweled pin. The two men pruning
the trees and the running man in the background wear
hip- or calf-length body garments and hose. The fourth
man, at the far right, wears a narrow-sleeved houppe-
lande or robe, a chaperon, and a wide belt trimmed with
bells slung over his right shoulder and across his left
arm.3

The composition of 3b is essentially the same as 3a
but in reverse. The figures are somewhat closer together
and more elongated in their proportions. The small fig-
ure of a man in the far right background of 3a is not
present at the left in 3b. The lady sits a bit farther back
than the man, and there are other minor differences of
design and detail resulting partly from the restorer’s
work and partly from the fact that the two pieces were
probably woven by different artisans, perhaps after car-
toons that were not precisely identical. Because the lady
in 3a carries the falcon on her left fist, as was usually
done, we assume thatimage shows the left-right orienta-
tion that the designer meant the composition to have. In
3b, the red background that so distinguishes 3a appears
only in a small portion of the upper left corner and again
in the background to the left and right of the man’s
shoulders. Most or all of these red weft yarns were intro-
duced by the restorer; the rest of the background is dark
blue in color. Since a narrow section of this blue ground
directly above the man’s head appears to be original, and
since the areas of background above and to the right of
the woman’s head were restored with blue rather than
red yarns, presumably during a different restoration
treatment, one wonders whether the background of this
hanging was originally blue or green rather than red.

Destrée (1912), apparently not familiar with the sub-
ject matter, thought that the man in 3b was feeding the
falcon from the basin with the aid of a rod. He is not in
fact feeding the bird but splashing water in the basin to
encourage the bird to bathe. This represents only one of
many steps in the long process of taming a wild hawk
and preparing it for use in the sport of falconry. In his De
arte venandi cum avibus, written in the second quarter
of the thirteenth century, the emperor Frederick II of
Hohenstaufen describes this process.+ The training pro-
cedures were described again by Henri de Ferriéres in his
fourteenth-century manuscript Le livre du roy Modus
et de la royne Ratio.s Frederick’s instructions for the
bath are fairly simple:¢ he observes first that bathing
helps tame the falcon and accustom her to the presence
of humans (female hawks were favored over males be-
cause they were larger and also performed better as
hunters). The tub or basin containing the bath water



should be at least two feet wide and deep enough to let
the water rise above the bird’s legs. The bath, which
should contain only cool, clear water, could be located in
a protected place out of doors or in a mews. If the bird is
not yet tame, the falconer tethers her to an object near
the bath and moves away while she bathes. If she is
hooded or has closed lids she may be carried on the
falconer’s wrist to the tub, and the water in the basin is
to be splashed to make an inviting sound. When the
falcon wants to bathe, she will lower her beak and turn
toward the water. The falconer then brings the bird
forward so that her feet touch the water, and he splashes
it again. After she has stepped into the bath, he splashes
the water at intervals to encourage her to bathe com-
pletely. She then regains her perch on his wrist. Freder-
ick finishes his brief discussion of the bath by observing
that it will not only tame the bird but also keep her well
and cool. The bath described by King Modus is essen-
tially the same.” He advocates bathing the bird after
giving her a meal of live bird flesh. With the hood in
position, the falcon may be brought on the hand quite
near the basin while the falconer splashes the bath water
with a small rod. The hood is then removed, and the fist
on which the bird perches is moved to the basin. When
the falcon has entered the bath she is left there until she
indicates that she wants to emerge. At that point the fist
is brought to the basin again so that she may hop up to
her perch. Modus also recommends holding a bit of meat
in the fist to entice the bird to return to it. According to

him, the bath gives the falcon not only courage and
confidence but also an appetite. He then observes that
many falcons will not bathe in a basin and that these
must be taken to bathe in a river.

Early manuscripts and printed editions of these two
major works on falconry include detailed illustrations of
the procedures and equipment used to train and fly
falcons. Among the many depictions of the bath are
those contained in the Vatican copy of Frederick’s book
{see note 4). Folio 96r shows a drawing of a falcon in the
bath inside a mews and a falcon standing on a block of
stone near an outdoor tub of water and tethered to a
stake driven into the ground next to the block. There is
also an incomplete drawing of a falconer holding a bird
close to a tub. Folio 108v shows a painting of a falconer
holding a hooded bird on his left fist and a bit of meat in
his right hand. On the same page another falconer sits
next to a tub placed on the ground. He splashes the bath
water with a rod held in his right hand while the falcon
takes her bath; in his gloved left hand he holds the jesses
tied to her legs. In the illustration on folio 79r the
falconer crouches beside a bath, splashing the water
with a forked stick and holding the jesses of a falcon who
perches on the rear edge of the tub.

The painting on folio 6ov of the Morgan Library Roy
Modus manuscript (see note §) shows a falcon poised
similarly on the rim of a low, wide basin on the ground
between two falconers, the right one of whom splashes
the water with a rod held in his right hand. A woodcut
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Fig. 93. Trainer Inviting a
Falcon to Bathe. Woodcut on
the verso of an unnumbered
folio in the first edition of Le
livre du roi Modus, printed by
Antoine Neyret in Cham-
béry, October 20, 1468. Pier-
pont Morgan Library, New
York.
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Fig. 94. Lady with a Dog and a Falcon. Drawing, French
school, about 1400-1410. Musée du Louvre, Paris.

on an unnumbered folio of the first printed edition of Le
livre du roi Modus (see note 5) shows a crouching
falconer splashing the water in a basin with a rod held in
his right hand while he holds the falcon on his left fist
directly over the bath (fig. 93).

These illustrations prove that the tapestry designer
knew his subject well. All the actions represented are
correct: the lady holds the falcon—now unhooded—on
her left wrist and brings it close to the bath as her
companion splashes the water with a rod. The falcon in
the tapestries must be a tame one since she seems un-
afraid of the humans and is not tethered to a stake. The
moment represented is that in which the bird is first
invited to bathe. A tapestry in the Montreal Museum of
Fine Arts shows a similar subject but the moment de-
picted is the next one, when the bird has hopped up to
the edge of the basin and the trainer (the lady in this
case)is splashing the water again to encourage her falcon
who, like the exemplary bird in Frederick’s account of
the bath, turns her beak toward the water.8 Ladies
owned their own falcons and flew them at game birds
just as men did. One of the appeals of falconry during the
Middle Ages was that ladies and gentlemen could enjoy
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the sport together, a lady often riding pillion behind her
male companion.? Since the couple in the Metropolitan
Museum’s tapestries are bathing the falcon rather than
flying it, the designer clearly intended to represent a
moment of pleasant dalliance in a noble context rather
than an incident in a hunting episode.

SOURCE OF THE DESIGN

The two main figures undoubtedly derive from some
lost or unidentified drawings like certain examples at
the Louvre (fig. 94) and in Dresden.z°c The figure in the
Louvre drawing is not the immediate prototype for the
lady in the tapestries but shows that this general image
was current during the early years of the fifteenth cen-
tury. Some drawing very much like this one must have
served as the source for the lady falconer in the Gift of
the Heart tapestry in the Musée du Louvre (fig. 74). Her
pose is virtually the same as in the Metropolitan Mu-
seum’s tapestries; only the details of costume and the
falcon’s pose have been changed. We can assume that
the small figures in the background of 3a and b, and
perhaps also the background itself, were derived from
another lost or unidentified drawing or from some stock
cartoon that could have served as the setting for any
number of country-life subjects.

MANUFACTURE AND DATE

In 1912, when 3b was first published, Destrée related it
to country-life tapestries listed in a number of late four-
teenth- and early fifteenth-century inventories and ex-
pressed the opinion that the Metropolitan Museum'’s
tapestry, then owned by Bacri in Paris, was contempo-
rary with the five Scenes from a Courtly Romance in the
Musée des Arts Décoratifs in Paris and earlier than the
Gift of the Heart in the Musée du Louvre.1* Destrée
offered no specific dates for the various tapestries but
clearly intended to place 3b in the early years of the
fifteenth century. He believed that the cartoon was de-
signed by a French artist and that the weave was like
that of the Apocalypse in Angers. On these grounds, he
cautiously and tentatively attributed 3b to Paris. Sou-
chal (in Paris 1973, 88} also felt that the design was
French. However, since she dated the tapestry after
1420, she theorized that it would not have been woven
in Paris, where the English occupation had damaged the
tapestry industry seriously, but probably in Arras. In the
absence of evidence supported by documents favoring
an attribution of either one of the Metropolitan Mu-
seum’s tapestries to Paris or elsewhere in France, it is



reasonable to suggest that they were woven somewhere
in the southern Netherlands where the industry was
thriving. After Destrée, most of the specialists who
studied 3b, and in certain cases also 3a, believed that one
or both were woven in Arras, or probably in Arras. Their
reason was simply that they saw in these pieces stylistic
elements they identified with Arras work or, for Forsyth
{1943-44, 259} and Souchal (in Paris 1973, 88), that by
about 1420 the tapestry-weaving industry had been ef-
fectively destroyed in Paris. These scholars also dated
the pieces between 1420 and 1440 on stylistic grounds
(Kurth 1918, 69 n. 1; Margerin 1932, 141; Forsyth 1943-
44, 259; Young 1962-63, 346; Souchal in Paris 1973, 88;
Lestocquoy 1978, 47, 48, 96, 117). According to Coffinet
(1977, 28), both 3a and 3b, along with 4 and a group of
hangings in other collections, could be dated from the
end of the fourteenth century to around 1440. Weibel, in
the catalogue of the Hartford/Baltimore exhibition of
1951-52, dated 3a and by implication also 3b in the third
quarter of the fifteenth century without stating her
reasons. Souchal {in Paris 1973, 88, 91) correctly refuted
this opinion on stylistic grounds and dated 3a about
1420-30 and 3b about 1420 without giving reasons for
specifying different dates.

The spatial organization of the scene, with the main
and secondary figures ranged in two shallow ranks par-
allel to the picture plane, suggests a date in the late
fourteenth or early fifteenth century. Furthermore, the
manner of rendering the draperies in soft, limp, linear
folds is characteristic of paintings in the international
Gothic style of the same period, particularly those pro-
duced by artists constituting the School of Paris. Beyond
that, the date can be refined only in terms of fashion in
costume. The garments and accessories indicate that
the cartoon or cartoons must have been designed be-
tween 1400 and 1410. Both gentlemen and ladies wore
the houppelande from the last quarter of the fourteenth
century through about 1425, men continuing to wear it
on ceremonial occasions for some time longer, until
about 1450. During this period, women’s houppelandes
might be cut with the high standing collar with turned-
down points, with the falling collar, or with a low, grace-
ful, oval neckline that left the corsage exposed from the
base of the neck to the points of the shoulders (see 4).22 It
is not the houppelande itself but some details of fashion
that fix the date of the tapestry cartoon within the first
two decades of the fifteenth century. We have seen that
the strands of large beads and the belts with bells were
worn about 1413-16 when the calendar pages of the Trés
Riches Heures of Jean de Berry were painted (see notes 2
and 3). The same pictures show that the headdress of the
lady falconer in 3a and b also was being worn at that

time. This form of headdress, with the bourrelet rising
forward and then backward over horns of hair, and rather
low as a whole, was frequently represented in miniature
paintings, some of which date from about 1410 (see note
1). By 1425 the bourrelet had become wider, and during
the next quarter century the sides sloped backward from
the forehead, rather than forward, and then soared up-
ward to form two essentially separate loops at the sides
of the head, rising above round, flat panels of jeweled
netting that contained the hair.73 However it is the treat-
ment of the gentleman’s hair that narrows the date of the
cartoon down from the first two decades of the century
to the very first decade. During the last quarter of the
fourteenth century civilian males wore their head hair
to the shoulder, brushed away to the sides of the head.
Some men also wore short pointed beards below
moustaches.’+ By 1413-16, as the calendar pages of the
Trés Riches Heures show, the hairstyle for gentlemen
had changed completely. Their chins were now clean-
shaven and their hair was cropped short all around. The
gentleman in the Metropolitan Museum’s tapestries
wears his blond hair full at the sides and low at the
back; he also has a small moustache and a short beard
(much obscured by restoration in 3b). Since the subject
matter of the composition concerns people of fashion,
there can be no doubt that the cartoon was designed by
about 1410. For the same reason, it seems unlikely that
the tapestry would have been woven much more than
five years later, when the gentleman’s hair would al-
ready have looked old-fashioned.

Princes owned similar tapestries during the early
years of the fifteenth century. The inventory of 1416 of
carpets, tapestries, and upholstery fabrics belonging to
Jean, duc de Berry, shows that he had a “ciel d’'une cham-
bre de tappicerie de plusieurs laynes . . . ou milieu du-
quel a une fontaine et deux personnages de dames
alentour, dont l'un tient un esprevier et l'autre un
bassin” (ceiling of a tapestry bed made of several wools
... in the middle of which is a fountain and two ladies
next to it, one of whom holds a hawk and the other a
basin), and he also had the “dossiel de ladicte chambre,
ou milieu duquel est une royne tenant une esprevier et
deux dames a I'entour, dont l'une met de 'eaue en un
bassin et I’autre bat ’eaue” (the back cloth of the said
chamber, in the middle of which is a queen holding a
hawk and two ladies in attendance, one who puts water
into a basin and the other who beats the water).1s Many
of the tapestries listed in these early inventories had
rose-colored grounds. One piece in particular, men-
tioned among the tapestries inherited by Philippe le Bon
and inventoried at Dijon in 1420, must have looked
somewhat like 3a and b. It was described as follows:
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“Ung tapiz de haulte-lice, sur champ vermeil, de file
d’Arras, a plusieurs herbages et fleurettes, ouvré ou my-
lieu de deux personnages, assavoir: d’un chevalier et
d’'une dame, et de six personnages d’enfans es quatre
cornetz” (A high-warp tapestry, on a rose-colored
ground, of Arras yarn, with many plants and little flow-
ers, worked in the middle with two figures, that is: one of
a knight and one of a lady, and with six figures of chil-
dren in the four corners).z6

RELATED TAPESTRIES

The only tapestry known at present that might have
accompanied one or both of these pieces in a series of
related hangings is 4. It may be significant that that
tapestry was said to have been owned by Bacri in 1912
when the firm also had 3b. Since 3a and 3b show pre-
cisely the same subject, although in reverse orienta-
tions, and since they show some differences in weaving
technique, it is unlikely that they belonged to one and
the same set of hangings. Furthermore, if 3b was indeed
woven originally with a blue or green background rather
than a red one (see above, Description and Subject), it
would probably have been made for a different set of
tapestries.

HISTORY

3ain the collection of the family of Florence Day Gould (Mrs. Frank Jay
Gould).

In the collection of Frank Jay Gould, Paris.

Given to the MMA by Frank Jay Gould, 1946.
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In the collection of Mr. and Mrs. Frederic B. Pratt, New York, by 1920.
Given to the MMA by Mr. and Mrs. Frederic B. Pratt, 1943.
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NOTES

1. Similar headdresses with bourrelets covered with dots or beads,
some of them showing studs supporting these points, are to be
found in miniature paintings of the early fifteenth century. See
two examples of about 1410, both in paintings illustrating a vol-
ume of works by Christine de Pisan (MS Harley 4431, fols. 31,
1501}, illustrated in Millard Meiss, French Painting in the Time of
Jean de Berry: The Limbourgs and Their Contemporaries (New
York, 1974) figs. 151, 155. The April page of the Trés Riches Heures
of Jean, duc de Berry, of about 1413-16, shows a lady in the
background wearing a similar bourrelet studded with gold dots;
see Jean Longnon, Raymond Cazelles, and Millard Meiss, The Trés
Riches Heures of Jean, Duke of Berry (New York, 1969) pl. 5. See
note 14 below for later examples.

2. See a miniature painted before 1413 showing John Hayton pre-
senting his book to Jean sans Peur (fol. 2261 of MS fr. 2810 in the
Bibliotheque Nationale, Paris, illustrated in Millard Meiss, French
Painting in the Time of Jean de Berry: The Boucicaut Master
[London, 1968] fig. 98) in which a man in a white houppelande
right of center wears a long strand of large beads in precisely this
fashion. In the January scene of the Trés Riches Heures of Jean de
Berry, a man standing in the center foreground wears a belt hung
with little bells around his waist; see Longnon, Cazelles, and
Meiss, Trés Riches Heures, pl. 2.

3. Two gentlemen and a lady wear belled belts in a similar way in the
April and May scenes of the Trés Riches Heures but in the reverse
direction, from left shoulder to right hip. A gentleman standing at
the far left in the John Hayton presentation miniature wears a
belled belt in the same direction as the small man in the Metropol-
itan Museum’s tapestry.

4. See Casey A. Wood and E Marjorie Fyfe, trans. and ed., The Art of
Falconry: Being the De arte venandi cum avibus of Frederick II of
Hohenstaufen (Stanford and London, 1943), and also the facsimile
reproduction of the illustrated copy of the manuscript that was
made for Frederick’s son Manfred, king of Sicily, between 1258
and 1266, now in the Biblioteca Apostolica Vaticana (MS Pal. Lat.
1071}, published in the series Codices e Vaticanis Selecti, vol.
30/Codices Selecti, vol. 16-16* (Graz, 1969).
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II.

I2.

. See an illustrated northern French copy of the Ferriéres manu-

script dating from about 1465 in the Pierpont Morgan Library, MS
820, and also the first printed edition of the text, published by
Antoine Neyret in Chambéry in 1468, illustrated with woodcuts;
also two modern critical editions of the text prepared by Gunnar
Tilander, both published in Paris, 1931 and 1932, the latter for the
Société des Anciens Textes Frangais.

. From Wood and Fyfe, Art of Falconry, pp. 191-93.
. From Tilander, Livre du roy Modus, 1931 ed., pp. 128-29.
. The tapestry is illustrated in Philippe Verdier, “The Medieval

Collection,” Apollo 103 (1976) p. 366.

. See two such scenes, in a stag-hunt tapestry in the Metropolitan

Museum (25a) and in a miniature painting in the Morgan Library
manuscript of the Livre du roy Modus, fol. 70v (see note 5 above).
For the pertinent text concerning the drawing illustrated here as
fig. 94, see Grete Ring, A Century of French Painting, 1400-1500
(London, 1949) cat. no. 4o0. For the drawing in Dresden, which
treats a different but equally fashionable subject and is of approx-
imately the same date, see Jacques Dupont, “French School (about
1410)—Fragment of a Larger Composition Representing an
Aquatic Tournament,” Old Master Drawings 9 (1934-35) pp- 51,
52, illus. pl. 51.

For illustrations of the Romance tapestries, see Monica Stucky-
Schiirer, Die Passionsteppiche von San Marco in Venedig (Bern,
1972) figs. 57-61.

Similar garments for both men and women appear in the calendar

13.

14.

15.

16.

pages for January, April, May, and August in the Trés Riches
Heures of Jean de Berry |ca. 1413-16); see Longnon, Cazelles, and
Meiss, Trés Riches Heures, pls. 2, 5, 6, and 9.

See the intermediate stage in the development of the headdress in
a miniature painting of about 1425 by the Valerius Maximus
Master (MS 5060, fol. 271, in the Bibliothéque de I'’Arsenal, Paris),
the coiffure of the lady in the lower center section, illustrated in
Meiss, The Limbourgs, fig. 208. For examples of the developed
form of the headgear in the second quarter of the century, see the
ladies in the Devonshire hunting tapestries in the Victoria and
Albert Museum, illus., Digby 1980, esp. figs. 10, 11.

For typical examples, see two miniatures in a manuscript of the
Roman de la Rose dating from the late fourteenth to the early
fifteenth century in which men wear the long houppelande and
this style of head and face hair, illustrated in Frangois Boucher,
Histoire du costume en occident de I'antiquité d nos jours (Paris,
1965) p. 196. See also the men in the right foreground of the
tapestry of the Story of Jourdain de Blaye in Padua, woven about
1390, and the mason in the lower right corner of one of the Lives of
Saints Piat and Eleuthére tapestries in Tournai, dated 1402, both
illustrated in Stucky-Schiirer, Die Passionsteppiche, figs. 55 and
49 respectively.

Jules Guiffrey, Inventaire de Jean, duc de Berry (1401-1416) (Paris,
1894-96) vol. 2, p. 216, nos. 78, 79.

Alexandre Pinchart, Histoire générale de la tapisserie, pt. 3, His-
toire de la tapisserie dans les Flandres (Paris, 1878-85), p. 24.
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4
Lady Holding a Falcon

Southern Netherlands, originally 1400-1415 (altered later)
Wool warp, wool wefts

8 ft. 6 in.x 5 ft. 7 in. (2.59 m X 1.70 m)

12-14 warp yarns per inch, 5-6 per centimeter

Gift of Mr. and Mrs. Frederic B. Pratt, 1943 (43.70.1)

CONDITION

The hanging has been cut on all four sides. It has been
heavily restored throughout by patching and reweaving.
Most of the figure was cut out of another tapestry, appar-
ently one that was different from the piece or pieces that
provided the rest of the field, turned back to front, and
then set into place. The fabric in the areas of the corsage
and head shows a finer texture than the rest and clearly
comes from yet another hanging. The greensward and
plants in the foreground do not belong with the back-
ground, which is itself composed of many small patches
of old and new weaving. The rabbits in the background
and the falcon on the lady’s hand show both new warp
and weft yarns. The crown atop the lady’s headdress is a
modern invention. Since the figure of the lady (except
for the neck and head) and the flower-strewn red ground
correspond to details in 3a and b, it is likely that this
hanging was made up from a tapestry designed either for
that series or a closely related one, in either case with
additions from one or more other pieces.

DESCRIPTION AND SUBJECT

In the center of the composition a lady sits on a grassy
knoll where flowering plants grow in profusion. She
wears a houppelande cut with a low oval neckline and
lined with ermine fur. The high waistline is cinched
with a jeweled belt. The lady inclines her head to the
right and gazes at the falcon perched on her gloved left
hand. (As noted above, the fabric representing the body
from neckline down was turned back to front during
restoration thus reversing its left and right sides.) Her
headdress (not original) comprises a relatively high
bourrelet that rises up and backward from the center of
her forehead, over a pair of jeweled nets that cover the
hair brushed back from both temples. A veil hangs from
the back and sides of the bourrelet and an open crown (a
modern addition) is perched on top. Oak trees and rose-
bushes rise from the ground at the back of the knoll. The
flat red plane behind them is scattered with oak
branches and flowering branches, all with cut ends, and
with figures of rabbits (not original).
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SOURCE OF THE DESIGN

Although the neckline of the houppelande and the pose
of the falcon have been changed, the lady is the same
figure that appears in 3a and b. It derives from the same
drawing that served the designer of those two pieces and
possibly also the designer of the Gift of the Heart in the
Musée du Louvre (fig. 74).* The background, where rose-
bushes have been added to the orange and oak trees of 3a
and b and rabbits have also been added, was taken either
from the same unidentified source or a related one.

MANUFACTURE AND DATE

When it was shown in the Metropolitan Museum’s
Fiftieth Annual Exhibition in 1920, this tapestry was
catalogued as French and dated in the fifteenth century.
In 1944, Forsyth (255, 259) suggested a date of about
1420-35 on grounds of pictorial style and costume and
indicated that at that late date the tapestry would proba-
bly have been woven in Arras rather than in Paris where,
he believed, the industry was virtually extinct. Rorimer
{1947, caption fig. 4) retained the tentative attribution to
Arras and dated the piece in the early fifteenth century.
Schneebalg-Perelman (1967, caption fig. 12) gave it the
same date and attributed it to Arras. Souchal (in Paris
1973, 88, 91) gave reasons similar to Forsyth’s for at-
tributing the tapestry tentatively to the looms of Arras,
and she dated it about 1435-40 because of the late form
of the headdress. As noted above, this headdress was
introduced from a different tapestry, clearly a later one,
and thus it cannot be used as evidence in dating the
piece. Coffinet {1977, 28) included this tapestry in a
group of hangings that he believed could be attributed
on the grounds of style to Arras between the end of the
fourteenth century and 1430 or 1440. Lestocquoy (1978,
47, 48, 96, 117) dated this piece about 1420 and included
it among a list of hangings that he attributed to Arras
because he could see no reason to place them elsewhere.
He also believed that Arras weavers had a special fond-
ness for the particular kind of stylized rabbit that ap-
pears on the red ground of this tapestry, and furthermore
that Arras weavers repeated these motifs over a period of
many years without altering them. Lestocquoy cited
references (1978, 87, 103, 114 n. 12) to certain tapestries
used in Ferrara in 1461 as evidence that one piece with
rabbits and a few others were bought in Arras since they
showed Rezo either on the linings or in the border. How-
ever, as already noted, the rabbits in 4 are not part of the
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original fabric. Furthermore we believe that Lestoc-
quoy misinterpreted these documents. He apparently
thought that the word “arezo” in the phrases “quelli
d’arezo” or “havuti d’arezo” referred to Arras. But
d’arezo, spelled with an e rather than an a after the 7,
refers not to Arras but to the Italian town of Arezzo,
presumably the place from which the tapestries were
sent to Ferrara or where they were bought. There are at
present no reasons for accepting or refuting these at-
tributions to Arras. Like 3a and b, which use the same
figure of a lady falconer with a few differences, this piece
was probably designed by a French artist but woven in
the southern Netherlands. Costume details indicate
that the hanging may be dated about 1400-1415. The
courtly romance tapestries in the Musée des Arts Déco-
ratifs, which date from the first decade of the fifteenth
century, show ladies wearing houppelandes with either
high or low necklines.> In a miniature of about 1403-4
the female character Richesse appears before the castle
of Fortune wearing a white and gold houppelande with
funnel sleeves and the same low oval neckline worn by
the lady in 4.3 The April page of the Trés Riches Heures
of the duc de Berry shows ladies wearing funnel-sleeved
houppelandes with high round collars, falling collars,
and low oval necklines, about 1413-16.4 By the second
quarter of the century, ladies’ houppelandes, or gowns
resembling them in a general way, were cut with either
high round necklines or deep pointed ones that dropped
to the belt.s

RELATED TAPESTRIES

This hanging may have been woven after a cartoon in
the series after which 3a and b were woven. If Rorimer
was correct in suggesting that this piece was bought
from Bacri in 1911 or 1912 (see History) it might have
belonged with 3b, which was certainly with Bacri in
1912. However we now know that that piece might have
been woven originally with a blue or green background
rather than a red one (see 3b, Description and Subject).
At present that is the only other known tapestry that
might have accompanied this piece in a series of hang-
ings, unless 3a also belonged to the set.

136

HISTORY

According to an unpublished note by James Rorimer, perhaps bought
for Mr. and Mrs. Frederic B. Pratt from Bacri Fréres, Paris, in
1911-12.

In the collection of Mr. and Mrs. Frederic B. Pratt, New York.

Given to the MMA by Mr. and Mrs. Frederic B. Pratt, 1943.

EXHIBITIONS

New York, MMA, 1920. Fiftieth Anniversary Exhibition. Cat. p. 13.
Lent by Frederic B. Pratt.

New York, MMA, The Cloisters, 1944. The Noble Sport of Falconzy.

Paris 1973. Catalogue entries by Geneviéve Souchal. Cat. no. 27, illus.

New York 1974. Cat. no. 27, illus.

PUBLICATIONS

“List of Loans: Fiftieth Anniversary Exhibition.” MMA Bulletin 15
(1920) p. 118. Mentioned.

J. B. [Joseph Breck]. “Mediaeval and Renaissance Decorative Arts and
Sculpture.” MMA Bulletin 15 {1920} p. 180. Mentioned; illus. p. 181.

Forsyth, William H. “The Noblest of Sports: Falconry in the Middle
Ages.” MMA Bulletin, n.s. 2 (1943-44) pp. 256-59. Described briefly
and discussed; illus. p. 255.

Rorimer, James J. Mediaeval Tapestries: A Picture Book. MMA, New
York, 1947, fig. 4.

Schneebalg-Perelman, Sophie. “La dame a la licorne a été tissée a
Bruxelles.” Gazette des Beaux-Arts, 6th ser., 70 {1967) p. 266. Men-
tioned; illus. fig. 12.

Coffinet 1977, p. 28. Mentioned; illus. p. 32.

Lestocquoy 1978, pp. 47, 48, 87, 96, 117. Discussed at length; illus. in
color, pls. xxvir |full view), xxviir (detail}. P1. xxx1v shows a montage
of two figures from a Florentine engraving of 1465-70 superimposed
on the background of 4, with the lady and falcon deleted.

NOTES

1. The drawing would have been one like that illustrated as fig. 94 in
3. See the text associated with it in Grete Ring, A Century of
French Painting: 1400-1500 (London, 1949) cat. no. 40.

2. See Monica Stucky-Schiirer, Die Passionsteppiche von San Marco
in Venedig (Bern, 1972) figs. 57-61.

3. In a manuscript of Christine de Pisan’s Mutacion de Fortune in
the Musée Condé at Chantilly, MS 494, fol. 131, illustrated in
Millard Meiss, French Painting in the Time of Jean de Berry: The
Limbourgs and Their Contemporaries (New York, 1974 fig. 1.

4. SeeJean Longnon, Raymond Cazelles, and Millard Meiss, The Trés
Riches Heures of Jean, Duke of Berry {New York, 1969} pl. 5.

5. See these later versions of the garment in the Devonshire hunting
tapestries of the second quarter of the fifteenth century, illus-
trated in Digby 1980, figs. 2-11.



5
The Annunciation

Southern Netherlands, 1410-30

Wool warp; wool and a few metallic wefts

11 ft. 6 in. X9 ft. 9 in. (3.51 M X 2.97 m)

12-14 warp yarns per inch, 5-6 per centimeter

Gift of Harriet Barnes Pratt, in memory of her husband, Harold
Irving Pratt (1877-1939), 1949 (45.76)

CONDITION

The tapestry has been cut along the left, right, and top
edges. Although the bottom edge has also lost some of
its original fabric, bits of the selvage that remain along
three-quarters of its length from the left prove that the
design of the tapestry originally ended at the bottom
essentially where it does now. The right quarter of this
edge, extending from the bottom of the piece upward to
the top of the first row of tiles inside the mansion, is a
patch of later weaving showing both new warp and new
weft yarns. There are other patches of modern fabric
scattered throughout the piece, chiefly as follows, from
left to right: the left end of the top edge; most of the
small tree seeming to float in the sky at the upper left,
the clouds and treetops below it and much of the field
near the left edge from that point to the bottom; God
the Father’s torso and right arm and the aura to the right;
the heraldic shield held by the two angels and most
of the masonry structure beneath them, from the top of
the building to a point directly above the Virgin’s head;
the arched porch except for the upper part of the right-
hand column and its entablature; the lower third of that
column and virtually the entire base of the porch as well
as two sections of the entrance to the pavilion across
from Gabriel’s torso; all of Gabriel’s halo and parts of the
wings near it and of his face; his right shoulder and left
hand, and the folds of his mantle below that hand; the
central section of the mansion’s ceiling (restored to look
like a barrel vault rather than a pitched roof, which the
gabled wall at the right shows it to have been); most of
the cloth of honor suspended above the Virgin; and bits
of the window frame behind her and of the chamber’s
front wall rising at the right. There are also patches in
the Virgin’s face, collar, corsage, both hands, the forward
right corner of the dais on which she sits and some of the
adjacent floor tiles. There are also many spot repairs
made by weaving new weft yarns on the original warp,
especially in the figure of the Christ Child carrying the
cross, in the two angels, in the greenery beyond the roof
line in the upper section of the tapestry, and in Gabriel’s

hair. The dark brown passages everywhere in the tapes-
try, especially in the trees and shrubs at the left and in
the floor tiles, are mostly restorations, but the lighter
browns in Gabriel’s wings are original. Except for the
pink initial A of Ave in the scroll representing Gabriel’s
greeting, the letters in that inscription have been re-
stored with brown wool of later date. There is a good
deal of reddish gilt yarn (yellow metal tinsel wound on
white silk core) in Gabriel’s wings and the cloth of honor
above the Virgin; these too are restorers’ yarns. The
original metal yarns—whether silver and gilt or only
one or the other—have corroded and tarnished. The
wool weft yarns have faded a good deal but the reds and
blues are still relatively bright. The yellow yarns have
lost their hue almost entirely, but where the yellow dye
was mixed with blue to produce green, this hue has
survived as a distinct (though muted) tone.

DESCRIPTION AND SUBJECT

The interior of a small marble mansion occupying the
right half of the composition is open to view through a
wide arch. A narrow porch opens into this interior space
through the wall at the left. Extensive restoration in the
fabric (see Condition) has altered and confused the
structural logic of this building. In the original design,
the porch probably had a simple pitched roof and an
entrance framed by a high, narrow arch carried on colon-
nettes, perhaps like the porch that leads into the Virgin’s
house in a late twelfth-century Byzantine icon in Sinai
(see note 3). There are traces of a second, taller structur