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FOREWORD

In all eras, objects of everyday life are taken for granted: they are
used and discarded, rarely discussed or preserved. It is, generally, a
period’s extraordinary works of art and architecture that have been
preserved for our examination, rather than the pots, games, and other
ordinary objects. But the focus of this exhibition, The Secular Spirit:
Life and Art at the End of the Middle Ages, is on pots and games, clocks
and saddles, almanacs and herbals, tools and gifts—a great variety of
things made for use during the course of daily life in one of the great
periods of transition in western Europe, the years between 1300 and
1550.

During these two and a half centuries of dramatic change, the re-
strictions and insularity of the feudal system crumbled under economic,
social, military, and national upheavals. This period saw the develop-
ment of capitalism and free enterprise, which gave rise to a wealthy and
powerful middle class. It likewise saw the emancipation of the peasant
and the expansion of opportunities for the average man to work for his
own profit and better his living conditions. The new Atlantic trade
routes and internationally accepted currencies, such as the ducat, florin,
and taler (from which the dollar is derived), made international com-
merce a reality. With a developing sense of nationalism, governments
became more centralized and more efficiently administered.

The foundations of modern Europe were laid during this period,
and many of the legal, economic, and legislative changes survive to this
day. Things were happening: it is easy to feel close to the busy, lively,
inventive people who made and used the objects this show presents.
Indeed, the emphasis of the exhibition is on individuals rather than
institutions—men and women rather than the Church or military, the
university or guild. And it avoids depictions of daily life in order to
concentrate on the works themselves, showing what they were and how
they were used.

The 320 objects range from the most ordinary everyday equipment
to pieces that are without question glorious works of art. There are
simple cooking vessels and spits, for instance, as well as five tarot cards



made as a wedding present for an Italian noblewoman, which are
painted with designs as exquisite as those of the finest manuscripts. The
varying levels of knowledge are also indicated: a charming though
prosaic astrological treatise is shown with an astronomical compendium
of astounding sophistication and accuracy. And the arcane manuscripts
of the alchemists are presented as well; in one case, the text is still un-
deciphered.

The objects have been drawn entirely from collections in North
America, and many are almost unknown—some have never been ex-
hibited or even published before. Assembling an exhibition is always
exciting, but putting together this one has been a surprise and a reve-
lation, for we did not realize at the beginning how great was the quan-
tity of secular material of this busy period. We hope The Secular Spirit
will not only spark the scholars’ interest in a rich field that needs much
more study, but will also excite the casual visitor with its beauty and

its human appeal.

Thomas Hoving
Director
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INTRODUCTION

Secular art is distinguished from religious art in that its design, iconog-
raphy, and thematic presentation were neither dictated nor restricted by
ecclesiastical dogma and tradition. It therefore expresses to a much greater
degree the personal attitudes and needs of the individuals by whom and for
whom it was made. In this exhibition we have assembled many diverse
objects, chosen not only for their individual interest in terms of function
and significance, but also for the degree to which they reflect the character
and the broad developments of European life from 1300 to 1550.

These 250 years constitute a period of fundamental change during which
the feudal system collapsed and from its ruins the foundations of modern
Europe evolved. The succession of events that contributed to this trans-
formation has generally been studied in historical segments, providing us
with defined, though at times misleading, chronological divisions. Most
recent scholarship, however, has tended to take a more comprehensive view,
marshaling all aspects of artistic, philosophical, religious, social, economic,
and political developments in an effort to interpret the years between 1300
and 1550 as a coherent period during which the patterns of European life
and attitudes underwent basic and continuous change. The late Middle
Ages, the Renaissance, the Age of Humanism, and the Reformation all
represent vital constituents of this era, but only when viewed together can
they explain the ferment on all levels of human thought and activity that
must be considered in appraising the achievements of this period of transi-
tion.

The objects themselves and the text that follows explore the nature and
impact of secular life and art during these two and one half centuries.
Rather than considering the same issues, the purpose of this introduction is
to present a brief historical survey with regard to one phenomenon—the
rise of the commercially oriented middle class—which typifies the numerous,
interrelated developments that gave unity to this period. That the struggle
of this new social class found its ultimate resolution in religious reform
should not be construed as a contradiction of the subject of this exhibition.
The secularization of thought and attitudes at the end of the late Middle
Ages resulted from the interreaction of all forces of society and, of these
forces, the Church was one of the most potent.

The fourteenth century, wracked by wars, peasant uprisings, famines,
plagues, and the resultant human misery, has generally been considered a
period of social and moral decline. Political leadership, undermined by
incessant strife and upheaval, could no longer uphold the society based on
feudalism that had prevailed throughout the Middle Ages. Papal authority,
weakened by the extended Avignon interregnum (1305-1378) and the Great
Schism that followed, never again wielded the unified force that once domi-
nated Western Christendom. Feudal lords, confronted by a new economy
based on money rather than on land tenures, found their traditional
strength and authority gradually eroded. Supplanting the nobility was a
rising group of professional bureaucrats and skilled political officials; some
were appointees of the crown, others, simply usurpers of power, but all
were part of the structures of increasingly centralized governments. From
this context of strife between the old and the new orders, however, a per-
sistent undercurrent of revitalization slowly emerged. In spite of its failures,
the fourteenth century witnessed constant protests against existing wrongs,
and these protests fostered a revolutionary determination to reform and
improve, not only material and spiritual conditions, but social and political
institutions as well.



No single phenomenon better demonstrates this revitalization than the
rise of the middle class, which was itself as much the cause as the result of
the decline of the feudal system. Its firm establishment within the social
structure was undoubtedly the single most important element in the evolv-
ing order of the fourteenth century. Comprised almost exclusively of town
dwellers, this class not only controlled the rapldly developmg commercial
enterprises and the subsequent profit, but also, in many instances, achieved
self-government of the urban centers which it dominated. The importance
of these self-governing towns in the pohtlcal organization of Western Europe
is attested to by their representation in national leglslatlve bodies and by
their direct financial relationship to the crown. The growing power of cen-
tralized government was, to a considerable degree, based on the support
that the towns accorded to the ruler. This relative autonomy, on the other
hand, contributed to the revolutionary spirit, both social and moral, that
was also basically urban-sponsored. The religious uprisings of Jan Huss in
Bohemia and John Wycliffe in England, as examples, found their greatest
number of followers among town dwellers. The fourteenth century can
consequently be considered the era of a burgeoning society dominated by
a new class with aims and ambitions radically different from those of the
noble elite of the past.

During the fifteenth century, the discovery of new sea routes, as well as
scientific and technological advancements, especially the development of
reliable navigational aids, made the realization of the commercial potential
of the middle class possible. The fulfillment of economic ambitions not
only secured the position of this new class financially, but also freed it to
pursue a rekindled interest in all areas of human endeavor. The merchant
entrepreneurs of the fifteenth century, not the landed gentry, constituted
the higher stratum of economic power, and were thus elevated to a position
of political as well as cultural importance. While secular thought and in-
stitutions were progressively, though often reluctantly, altered to accom-
modate this evolving force, the attitudes of the Church were notably
intransigent, creating a basic conflict within the reorganized social structure.

A constant frustration to the new, monied classes—the commercial en-
trepreneurs as well as the freed peasants—was the prohibition of lending or
investing money for profit, a practice considered usury by ecclesiastical
authority and an abominable sin. In a commercially oriented society that
depended on commitment of capital, such a ban on reasonable interest-
bearing loans was intolerable. By the late Middle Ages, elaborate systems
had been devised to evade both Church and lay proscriptions against this
practice. The resentment engendered by the restrictions was compounded
by the manner in which the Church employed its system of indulgences, a
means for purchasing remission of sin. The administering of indulgences
was, under any circumstance, a questionable practice, but applied to usury,
it became a perversion of the Church’s moral authority, for the price of the
remission of this sin was assessed in proportion to the amount of profit
gained. In this way the Church took advantage of its spiritual prerogative
to extract revenues from the faithful. It was this practice that first brought
Martin Luther in conflict with the ecclesiastical authorities in 1517. At-
tacking the fundamental dicta of the Church, Luther declared that salvation
was achieved, not as the Church would have it through “good works,” such
as the corporal works of mercy and Church-sanctioned practices including
1ndu]gences, but through faith alone. In this tenet, Luther not only sepa-
rated man’s earthly endeavors from his eternal life, but also prov1ded a
means of reconciliation between the human spirit and the divine, or, in his
own terms, between knowledge and piety. Luther’s theology gave the middle
class religious sanction for the first time. It is therefore not surprising that



during the first half of the sixteenth century, Luther and the Reformation
movement enjoyed the widest acceptance in those portions of northern
Europe where commercial enterprise was of crucial importance. The spread
of the Reformation and the acceptance of Protestantism thus acted as a
resolution for the two and one half centuries of social, political, and eco-
nomic struggle that accompanied the transformation of European -society.

Martin Luther, however, can hardly be credited with the demise of the
medieval world or the subsequent chain of events that altered the face of
Europe. The revolutionary fervor read into his works was not calculated
by him, nor would it have spread so widely had his writings not fortuitously
coincided with the invention of the printing press. The Reformation and
Luther’s role in it stand as examples of the interrelated events and concepts
that conjoined in the transformation of European life during these years.
In the text that follows, other interwoven themes are discussed as evidence
of the essential unity of this period. Although the roles of theology and
religious practice cannot be discounted, it is the secularization of thought
and activity that ultimately reveals itself as the motivating force during
these 250 years. Whether scientific or arcane, domestic or commercial, lit-
erary or mundane, the objects exhibited here have in common a forthright-
ness of purpose, an exuberance of design, and a sense of experimentation
that express the secular spirit so fundamental to the years between 1300 and

1550.

Timothy B. Husband

Jane Hayward
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I
THE MEDIEVAL HOUSE

The house is the most indefinable aspect of medieval architecture. As is
true today, it was the most common type of building and served universal
human physical needs. From 1300 onward, dissimilar requirements from
individuals of differing social and economic conditions, from both urban
and rural areas, resulted in a variety of architecture. A century ago, Viollet-
le-Duc warned that in studying medieval domestic architecture, “il faut
distinguer les maisons des villes des maisons des champs, mais ces derniéres
ne sauraient étre confondues avec les manoirs.” Thus, it is difficult to define
the medieval household; further, few medieval domestic buildings have
survived. In the Middle Ages, domestic architecture was traditional, unex-
ceptional, and expendable.

The objects in this exhibition come largely from the houses of the upper
bourgeoisie and the lesser nobility of late medieval Europe. For this reason,
the emphasis here will be on the type of house in which these objects were
originally used. Peasant and king are ignored because each represents an
extreme, although the house of the latter frequently served as an ideal
model for those who sought and could afford to imitate royalty. The urban
house assumes special importance because late medieval Europe was pre-
dominantly urban. In the 150 years before the great plague of 1348, urban
populations increased rapidly and dramatically: Florence from 15,000 to
96,000, Ghent from 20,000 to 56,000, and Paris from 25,000 to 60,000 inhabi-
tants. Late medieval Europe was also predominantly commercial as opposed
to agrarian, and commerce centered in urban areas. It was in these urban
areas that medieval domestic architecture, with the obvious exception of
the rural manors of the upper nobility, found its greatest expression.

All architecture serves ritual: the cathedral serves one type of ritual, the
castle another. The house serves yet another type which is universally con-
stant and standardized: the basic human requirements of shelter, nourish-
ment, and rest; anything else it does is incidental to these three. These
basic physical requirements demand daily satisfaction—even in an age of
faith, a man can forego prayer longer than he can forego food. The objects
in this exhibition prove that while styles varied from place to place and
from time to time in late medieval Europe, the physical needs served by
these objects were invariable. Moreover, the pattern of satisfying these
needs, the ritual of daily life, repeated itself endlessly throughout Europe.

In academic architecture, the total volume and the individual spaces of a
building are generated from a preconceived two-dimensional groundplan.
The medieval house was anything but academic, and rarely did its design
involve drawn plans. Its function, and the spaces required to satisfy this
function, determined what its plan would be. Considerations of the space
available to the builder and the funds available to the patron frequently
forced compromises with ideals. And in every instance tradition played a
major part, domestic architecture always being the most traditional of all
types of architecture.

The basic plan-type of the medieval house was the open-court plan. This
plan-type developed in the protohistoric period of Mediterranean civiliza-
tion and has been the standard of European domestic planning ever since.
Although the open-court plan probably originated in the practice of keep-
ing animals in pens inside the primitive house, the fortified chateau demon-



strates the principle: the curtain wall forms a court around the keep. In an
urban setting, where space is always a prime concern and often a major factor
in ultimate result, the open-court plan was not universal. But it could be
modified for use in a domestic building that shared common walls with two
adjoining buildings. The court in the urban house was neither for animals
(although some may have been kept there) nor for protection, but to admit
light to rooms that did not open on the front or the rear of the building.

T

ABOVE: Plan of the house of Jacques Coeur, Bourges, France, 1448-1453.
The standard plan of the medieval residence was an open-court house, an
arrangement that dates from Mediterrancan prehistory. In an urban setting,

the central court provided air and light for rooms that did not open onto the
street.

Plan of a combined commercial and domestic building, Cluny, France, after
1159. The ground floor (above right) was used primarily as a shop while the
first floor (right) was used for living quarters.

The well that provided water for the household was normally found in this
court.

The medieval house inherited from antiquity a role that was not prin-
c1pally domestic. In cities, perhaps as many as half the houses served as shops
in which goods were sold and, frequently, manufactured. This commercial
aspect of the building necessitated that the ground floor provide ready ac-
cessibility to the street. Several means of access were possible: large win-
dows, the sills of which served as counters, in the front of the house (in

5
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Facade of a half-timbered house, Potterne (Wiltshire), England, XIV century.
While brick or stone was the common building material in Italy, Flanders, and Spain,
timber was abundant in the North, and timber-framed houses such as this example
were prevalent in Britain, France, and Germany.

which case, the public did not enter the house proper) ; a loggia formed by
setting the ground floor of the house back from the street and supporting
the front part of the upper stories on a series of arches set parallel to the
street. The loggia was always more popular in the south of Europe, where
it originated as a means of protection from sunlight, than in the north of
Europe. Neither of these solutions to the problem of access would have
been possible had the house itself not been protected by the walls of the
city. This was not the case outside such walls in the suburbs, and the expres-
sion “a man’s home is his castle” was not merely a cliché in the rural areas
of medieval Europe.

The commercial activities carried out in the medieval house were of
diverse types, ranging from those of the corner saloon to those of the neigh-
borhood pharmacy. Even when manufacturing took place on the premises,
it was craft production, which required neither specialized spaces nor large
equipment. Storage, required either for commercial goods or for the ordinary
supplies of the household, was located in a vaulted basement, in a room or
rooms at the rear of the court, or in an attic loft. This explains in part why
the upper stories of many shop-houses project beyond the ground floor;
when the attic-loft was used for storage, materials were hoisted directly from
the street by means of a block and tackle.

Whether used for commercial activities or not, the ground floor of the
urban house normally was the living area. This is explained by the fact that
whatever the water supply, that is, a private well in the court or a public
well in the street, there was no possibility of piping water above the ground
floor. In more modest houses, living room, dining room, and kitchen were
combined in one large room centered around an open fireplace which served
for cooking and which provided heat. In more lavish houses, the kitchen



A town street, detail of St. Luke Drawing the Virgin Mary, oil painting by Rogier van der Weyden, the
South Netherlands, 1430-1440 (Museum of Fine Arts, Boston).

In instances where residential buildings doubled as shops, the projecting upper stories were especially
useful. In addition to providing shelter for the ground floor, they could be used for storage of commer-

cial materials or household supplies, which were raised to the upper area with a block and tackle.
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was isolated from the living area. In either’ case, cooking was inevitably done
on the ground floor because of the ready accessibility to water, to wood, and
to provisions stored in the basement or in the court.

The upper floors, generally limited to two (or to three including an attic
loft) , served as the sleeping area for the household. Depending on the space
available, there were individual bedrooms or one large room divided by
hanging curtains. Generally, a large front room overlooking the street served
as a combination sitting room and bedroom. There was no bathroom as
such in the medieval urban houses, washing was done in basins, and
portable pots met the requirements of latrina functions. Stairs either con-
structed as flights or spiraled (depending on the space available to the
builder and his capabilities) gave access from the ground floor to the upper
stories.

Construction techniques varied throughout Europe and depended to a
large extent on the materials available to the builder. In Italy, Flanders,
Spain, and along the Baltic, brick was the most common material used for
domestic architecture. In Britain, France, and Germany, timber-frame con-
struction predominated, producing the famous half-timber buildings which
most people think of as the medieval secular building. In most timber-frame
buildings, the successive stories each projected beyond the story immediately
below it, providing shelter to the ground floor and increasing the space in
the upper stories. However, this construction required considerable amounts
of timber and, by 1360, England, legendary for its hardwood forests, was
forced to import oak from the Baltic. Throughout Europe, stone was used
as a building and facing material by those who could afford it.

Interior walls were brick or half-timber construction and were normally
whitewashed. Some houses had oak or poplar paneling, but this was a very
late medieval development and limited largely to Britain. The pavement
of the ground floor was generally composed of bricks-or, in more expensive
buildings, of finely decorated and glazed terra-cotta tiles. Holland and
Flanders were famous for producing such tiles, and exported them through-
out the Continent. The floors of the upper stories were composed of wide
planks laid perpendicular to the massive beams that supported them. Tiles
were avoided in the flooring of upper stories because of their weight, the
flooring of one story being the ceiling of the story immediately below it.
This accounts for the heavy beams which are found in medieval ceilings.
In exceptional instances, stone and wood vaults were used. Roofs were con-
structed of terra-cotta tiles over a wooden framework. Slate shingles were
used in northern Europe, but were never very popular because of their
weight. In most cities, there were ordinances against the use of wood shingles
or thatch because of their flammable nature.

Doors were of oak, heavily studded with iron nails. The Dutch or double
door was used on interiors, but rarely in the main opening to the street.
Apparently most windows were glazed, usually in fixed frames. Hinged
casements were rare and, when used, only the bottom portion of the window
was hinged to open. The upper portion of the window was fixed, although
a portion of the lead cames holding the glass might be hinged so that it
could open. Even more rarely, the casement was hinged at the top. Con-
trary to more recent practice, shutters opened to the interior of the house.

By the standards of today, the medieval house was quite undecorated and
remarkably underfurnished. On facades, the timber or stone used in the
construction of the building itself might be carved. However, medieval man
does not appear to have been any more desirous than modern man of being
or appearing to be substantially different from his neighbor. Medieval urban
houses give the appearance of being rowhouses, which have never been
noted for their individuality.



Fagade of the house of Jacques Coeur,
Bourges, France, 1443-1453.

Throughout Europe, stone substituted for
brick or timber as a building material for
those who could afford it. This house,
owned by a wealthy merchant of Bourges,
competed in scale and grandeur with the
castles of the aristocracy.

¥

vl

Interiors were even less decorated than exteriors. Color was provided by
tapestries rather than by wallpaper or by polychromed walls. Regardless
of their decorative value, tapestries were used primarily to cut down on
drafts and the dampness inherent in brick and stone construction. Some
color was provided by panels of stained glass, usually containing familial
coats of arms set into windows.

The medieval house had no built-in closets. Household storage was
achieved in standing garderobes or in large low chests or cassoni. There do
appear to have been some built-in cabinets and bookshelves, but freestand-
ing cupboards were more common. Tables, chairs, benches, beds, and prayer
desks (prie-dieux) constituted the normal complement of furniture in the
late medieval house. Artificial illumination was obtained by means of can-
dles in chandeliers or sconces.

Such was the late medieval urban house, an endeavor by no means rep-
resentative of the greatest artistic or financial efforts of the age. Its impor-
tance—and the importance of this exhibition—is not that it illustrates the ex-
ceptional products of a period, but that it gives insight into the people
of that period. As Sir Leonard Woolley wrote of the houses of Ur of the
third millennium B.c., “The [domestic] building is important not merely
as illustrating the history of architecture but as a setting for the lives of
men and women, and as one of their chief forms of self-expression; if we
do not know in what surroundings people moved and had their being we
shall understand very little of their attitude towards life.”

Carl F. Barnes, Jr.

Oakland University
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THE GENERAL HOUSEHOLD

By today’s standards, even the wealthiest of homes in the late Middle
Ages would have appeared sparsely furnished. Apart from the demountable
table and the cupboard or sideboard required at mealtimes, the basic pieces
of furniture were a bedstead for the head of the family (frequently the
canopied type, hung with curtains that could be drawn to provide privacy
and to protect against the cold), a few chairs, and many chests and smaller
coffrets used for storage. Chests also doubled as seats and the broadest ones,
by the addition of a pallet, could be converted for sleeping.

In a wealthy household, the furniture was frequently richly carved or
painted, and additional texture and color was achieved through a variety
of means. Richly woven or embroidered fabrics covered the many pillows
and cushions used not only to decorate the bed, but also to make the hard
furniture more comfortable. Woven wall hangings, ranging from simple
patterned textiles to elaborately executed tapestries, were especially favored
in the colder climates of northern European countries, while frescoed wall
decoration was preferred in the wealthy households of the southern re-
gions. Cupboards sparkled with an impressive array of vessels: gleaming
dinanderie (both plates and drinking vessels), silver and silver-gilt containers,
and often the colorful Spanish lusterware which had become so popular
by the late fifteenth century. Carpets, too, became fashionable, although
because of their value, they were used more as table covers or wall hangings
than as rugs.

What the more modest houses lacked in splendid furnishings was com-
pensated for by a warmth and coziness due, in part, to their smaller scale.
Interiors were decorated with less expensive materials: earthenware and
pewter rather than silver and bronze vessels; wool and linen rather than
rich brocades for covers and hangings. Decorated tiles and, in German-
speaking regions, tile ovens, also brightened interiors. Because of the
absence of closets or even a separate room where utilitarian equipment
could be stored, objects that could not be easily placed in chests or coffrets
remained visible, stacked on or hung (frequently inverted) from shelves on
the wall. Cooking vessels were kept on the hearth, while brushes, bellows,
and other utensils were hung nearby.



Supper by the fireside, detail of the illuminated
page depicting the month of January in the
Hours of the Virgin, Flanders, ca. 1515 (The
Pierpont Morgan Library, Ms. M399).
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1. CANDLESTICK

Flanders

XV century

Bronze, H. 914 inches (23.5 cm), Dia.
(of base) 414 inches (10.9 c¢m)

The Metropolitan Museum of Art,
The Cloisters Collection, 57.135
Although common in Roman times,
candlesticks of the socket variety
were not seen again in Europe until
the fourteenth century. The revival
of this type might well have been
due to the return of merchants of
the wax trade from the East, where
socket candlesticks are known to
have existed as early as the thir-
teenth century. The sockets were
usually left open at the sides to fa-
cilitate the removal of the candle
ends in order to reuse the wax, an
expensive commodity. The drip
pan, which in pricket candlesticks
(see no. 2) was placed directly be-
low the candle, has here been low-
ered and incorporated into the high
circular base. The fifteenth-century
tendency to embellish the stem is
manifested here with the skill that
so distinguished the metalworkers
of the Lowlands. A similar candle-
stick can be seen in the central
panel of the Merode Altarpiece by
Robert Campin (dated about 1425)
in The Cloisters Collection.

2. PAIR OF PRICKET CANDLESTICKS
Western Europe

XV or XVI century

Bronze, H. 16% inches (42.2 cm),
with pricket, 20% inches (52.3 cm),
Dia. (of base) 734 inches (18.7 cm)
The Metropolitan Museum of Art,
The Cloisters Collection, 55.40.1;
5540.2

Medieval man took advantage of
the light of day as much as possible,
but, in the early dark of winter, he
had to have recourse to other forms
of light, most frequently that of the
fireplace. In the fourteenth and fif-
teenth centuries, the smoky torches
of resinous wood, which formerly
had been used to provide additional
light in the rooms of castles, were
generally restricted to use at out-
door events. Candles mounted in
wall brackets, chandeliers, or candle-
sticks, and in some cases, oil lamps,
were used to light interiors. Com-
mon candles made of tallow had
wicks that needed constant trim-
ming and burned with an unpleas-
ant smell. The better quality can-
dles, made of beeswax and used
with pricket candlesticks, were so
expensive that only the wealthy
could afford them. Although in the
late Middle Ages large pricket can-
dlesticks were more commonly
found in the church, there are some
representations of them in use on
the dinner table or for other do-
mestic purposes.

3. oIL LAMP

England (Surrey)

XV or XVI century

Lead-glazed earthenware, H. 774
inches (20.2 c¢m)

The Royal Ontario Museum, To-
ronto, 930.29.1

By the high Middle Ages, candles
had replaced oil as the principal
means of household illumination.
Only the humblest of households,
which could not afford to purchase
candles or did not have the neces-
sary materials available to make
them, were obliged to burn oil or
animal fat lamps. This lamp was
certainly a fixture in such a house-
hold. The upper basin was filled
with oil or fat in which one end of
the wick was immersed while the
lit end was placed on the pinched
spout. As nothing could be wasted
in lowly households, the wide,
saucer-shaped base, designed to
catch any spilled oil, was fitted with
two pinched spouts so that the
spilled oil could be poured off and
reused.



4a. COFFRET

France or Italy

XV century

Leather, with parchment lining
and iron mountings, H. 4 inches
(10.2 cm), L. 4% inches (10.5 cm),
W. 314 inches (8.2 cm)

The Metropolitan Museum of Art,
Bequest of George Blumenthal,
41.190.252

4b. Box

Italy

Late XV century

Leather, H. 114 inches (3.8 cm),
L. 4% inches (11.7 cm), W. 2%
inches (6.7 cm)

The Metropolitan Museum of Art,
Gift of Harry B. Friedman, 56.150a,
b

Throughout the Middle Ages, house-
hold goods of all types were stored
in boxes and coffrets which both
protected the goods in the home
and provided traveling cases on
journeys. The great number of these
of all sizes, shapes, and materials
that have survived from the medi-

eval period testify to this method of
storage.

Both of these small containers
may have been intended to hold
rings, ring brooches, and other
jewels or trinkets. The leather cof-
fret, with a domed lid, has the in-
scription EINSE Moy, which might be
translated, “follow me” or “do as I
do,” probably a personal motto. A
comparable inscription also appears
on the small flat leather box, ama
DIO DE BON CORE A FIN (“Love
God with a good heart to the end”).
Unfortunately, neither of these in-
scriptions provides a clue to the
specific uses for which the con-
tainers were intended.




5. CASKET

France

XIV century

Painted and gilded leather over wal-
nut, with brass mountings and lock,
H. 414 inches (11.4 cm), L. 814 inches
(21.6 cm), W. 614 inches (16.5 cm)
The Metropolitan Museum of Art,
Gift of George Blumenthal,
41.100.194

This casket, like many late medieval
secular objects, is decorated with
scenes of courtship or romances
based on medieval concepts of
courtly love. In this example, a
lover offers his lady his heart while
she combs his hair and gives him,
in return, her girdle as a token of
her affection.

The earliest cogent expression of
courtly love is probably to be found
in the twelfth-century troubadour
songs of southern France. The code
of courtly love, formalized in the
late twelfth and early thirteenth
centuries, was observed, in some
places, well into the fifteenth cen-
tury. A popular author, Christine
de Pisan (circa 1360-1430), expressed
the sentiments of her day: “For it is
well known there is no joy on earth
that is so great as that of the lover
and the beloved.”

Typical of the Middle Ages, the
line between religious and secular
subject matter is fine, for on the
inside of the cover of this casket is
a representation of the Virgin and
Child.

6. INVENTORY OF EDWARD I
England

1301

Manuscript on vellum (roll), L. 4214
inches (107 cm), W. 8% inches (22
cm

Br))m Mawr College Library, Good-
hart Collections

This lengthy and detailed inven-
tory of King Edward I of England,
for the years 1300-01, may have
been compiled on the occasion of
the conferment of the title of Prince
of Wales upon the future King Ed-
ward II, possibly in connection with
feudal ceremonies of homage and
fealty. The roll gives a full account
of jewels, l[])late, and other items
stored in chests and coffers, many
perhaps similar to the examples
exhibited here. Objects that were
gifts have the donors’ names listed;
among these were the Countess of
Flanders, the Abbot of Fécamp in
Normandy, and the Countess of
Cornwall. Also listed is a ring given
by Gwladys, sister of the Welsh
prince Llewelyn ap Gruffyd. As both
Gwladys and Llewelyn had died be-
fore 1300, it is possible that the ring
was a gift made by Gwladys’ hus-
band to curry favor with the English
king. The entry for this ring reads:
“Annulus auri qui fuit sororae Le-
welini quond’ princ’ Wall’.” A sap-
phire ring presented by the Bishop
of St. Asaph is also mentioned. Be-
sides precious objects of gold, jewels,
and even crystal, the coffers also
contained such items as the signet
seal of Henry III (father of Edward
I), several wardrobe books, various
farriers’ tools, and a mappa mundi
(map of the world). Most of the
numerous items included in this
and other inventories of Edward I
have long been lost, but they leave
a record of the great wealth accu-
mulated by this monarch who was,
ironically, noted for his dislike of
pomp and ostentation.
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7. COFFRET

France or Italy

Late XV century

Boxwood, with silver mountings, H.
834 inches (22.2 cm), L. 1034 inches
(274 cm), W. 6% inches (16.8 cm)
The Metropolitan Museum of Art,
The Cloisters Collection, 55.36

(See color plate no. 5)

This intricately carved coffret, prob-
ably used to hold jewelry and other
small precious objects, is inscribed
on the lid: THS AUTEM TR NASRI RNS
perM. The inscription appears to be
a garbled version of Luke 4, 30: Ipse
autem transiens per medium illorum
ibat (“But he, passing through the
midst of them went his way”), refer-

ring to how Christ passed through
the multitude to safety after it had
taken Him to be thrown off the
brow of the hill on which Nazareth
was built, The passage was often in-
voked to insure a safe journey and
might refer here to the safety of the
contents of the coffret when it was
moved. On the other hand, the ref-
erence might be to the transient
quality of precious metalwork and
jewels, so often melted down or sold
when the owner needed money. Al-
though the box appears fragile, box-
wood is a durable wood and does
not easily split. Objects of this qual-
ity, nonetheless, were often pro-
tected by specially made leather
carrying cases.

8. COFFRET (Minnekistchen)
Germany (Upper Rhine)

Second quarter of the XIV century
Oak, intarsia, with iron mountings,
H. 434 inches (11.1 cm), L. 103
inches (26.3 cm), W. 6! inches
(15.9 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, Purchase,
Rogers Fund and Exchange, 50.141
On the inside of the cover of this
coffret is a painting of Frau Minne,
the German equivalent of the god-
dess of love, who is aiming her arrow
at a young man. In the scene on the
other side, he presents her with his
heart pierced by three arrows. The
inscriptions read: GENAD FROU ICH
HED MICH ERGEBEN (“Gracious lady,
I have surrendered”) and: SENT MIR
FROU DROST MIN HERZ IST WUND
(“Lady, send me solace, my heart has
been wounded”).

The concept of courtly love
spread quickly from France to Ger-
many where its sentiments were
echoed in the lyrics of the Min-
nesinger and often in the decora-
tion of many secular objects includ-
ing coffrets, such as this one, which
are usually referred to as Minnekd-
stchen or “boxes of love.” The term,
however, was not used during the
Middle Ages, rather was coined in
the nineteenth century. In the Mid-
dle Ages these coffrets were called
simply ledlin (for leather coffrets)
or kistlin. Like their French ivory
counterparts, such containers were
probably used to hold jewels or
other treasured possessions.

In style and date, the painting of
this Minnekdstchen is similar to il-
luminations in the Manesse Codex,
a manuscript which contains one of
the largest collections of Minne-
sdnger poems in existence. The arms
that appear on this coffret may be
those of the Birstell family of Baden
and Alsace, but as they have also
been associated with those of the
counts zu Rhein of Basel, the origi-
nal owners of the coffret have not
been firmly identified.
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9. coFFRET (Minnekdstchen)
Southern Germany or Switzerland
XV century

Wood, with iron mountings, H. 3%
inches (9.5 cm), L. 7% inches (20
cm), W. 514 inches (13.3 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 55.28
This south German or Swiss Minne-
kistchen varies in its iconography
from the more standard scenes of
courtship and literary Tromances
found on the majority of such cof-
frets . This deviation may indicate
that the themes of chivalric love, so
prevalent in France, had not pene-
trated as deeply into the region
where this box was manufactured.

The scene on the lid of the box
depicts an elephant bearing a castle
on his back, a motif possibly derived
from accounts in bestiaries of the
Indian and Persian custom of em-
ploying elephants, fitted with plat-
forms, in battle. The elephant, an
exotic Eastern animal, was, for West-
ern medieval man, a source of such
great fascination that in the later
Middle Ages, elephants, both live
and artificial, with castles on their
backs, were used for triumphs and
other spectacles. The grotesque fig-
ures playing musical instruments,
which appear on the side and back
panels of the casket, may be a fur-
ther allusion to the elephant, since
the flared form of the elephant’s
trunk resembles a trumpet.

On the front panel appears the
more common theme of the unicorn
and the maiden. The unicorn here
dips his magic horn into the foun-
tain to purify its water as he ap-
proaches the virgin. The scene is
undoubtedly symbolic of purity, im-
plying perhaps the purity of the per-
son who gave or received this casket.
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10. CASKET

France

X1V century

Ivory, with modern iron mountings,
H. 434 inches (11.1 cm), L. 10 inches
(25.4 cm), W. 614 inches (155 cm)
The Metropolitan Museum of Art,
Gift of J. Pierpont Morgan,
17.190.173

This casket is exceptionally rich
in carvings depicting chivalric scenes
from favorite romances. On the lid,
knights assault the castle of love,
defended by ladies; both sides use
flowers as weapons. Knights then
joust for their ladies’ favors as the
women look down on them from a
balcony. Some of the other scenes
are from Arthurian romance; Sir
Gawain and Sir Gallahad rescue
maidens imprisoned in castles, both
having previously undergone or-
deals, including one in which Ga-

wain, fortunately in full armor, lies
asleep as a shower of swords de-
scends on him. Sir Lancelot, in
order to rescue his lady Guenevere,
crosses a raging torrent using the
sharp blade of his sword for a bridge.
Tristan and Isolde are spied upon
from a tree by King Mark, but the
king’s reflection in a fountain re-
veals his presence to the lovers.
Other popular medieval themes, the
unicorn captured by the lady and
the hairy wild men of the forest, also
are depicted. The front panel, which
shows the fountain of youth and
Phyllis with Aristotle, is a late nine-
teenth-century replacement copied
from an almost identical casket.
Like many caskets decorated with
scenes related to the theme of
courtly love, this example was prob-
ably a lover’s gift, designed to hold
jewels or other valued possessions.



11. CASKET

France or Italy

XV century

Ivory, H. 214 inches (6.4 cm), L. 314
inches (8.9 cm), W. 234 inches (7 cm)
Collection of Mrs. Leopold Blumka
To judge from its size, this small
ivory casket might have been in-
tended as a container for rings. It is
painted on its side and top panels
with scenes of hunting animals. The
front panel shows two lovers,
dressed in stylish fashion, with
hands extended toward each other.
This courtly scene suggests that the
casket was a lover’s gift. The inscrip-
tion, which might have verified this
suggestion, is too worn to be de-
ciphered.

The style and technique of the
painting on the box are reminiscent
of the painting on an ivory comb,
also in the exhibition (see no. 107a).
Although it is clear that the two
objects do not belong together, it
is possible to speculate that such
items were executed as sets and were
typical of the personal, treasured
belongings of a young privileged
woman of the period.




12. COFFRET

Western Europe

XV or XVI century

Iron, H. 8% inches (21.2 cm), L.
1134 inches (29.8 cm), W. 754 inches
(19.3 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 55.61.14
In addition to the luxurious and
decorative jewel caskets of ivory and
leather, iron coffrets and chests of
varying sizes, designed primarily for
security, were common. Used in the
household to safeguard valuables or
important documents, they were
likewise employed in business estab-
lishments to protect both the profits
of the day’s trade and valuable mer-
chandise.

On the front of this coffret are
three hinged reinforcing bands; the
outer two are fitted with hasps,
while the central band both covers
the keyhole and provides an attach-
ment for a padlock. The internal
locking mechanism, activated by a
turn of the key, sends a metal bar
through the iron hasps of the side
bands.

13. DOUBLE KEY

Western Europe

XV or XVI century

Wrought and chased iron, L. (open)
514 inches (13.4 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 55.61.44
The decoration of Gothic iron locks
and keys was often elaborate and of
the highest standard of workman-
ship. The motifs were often drawn
from Gothic architecture, reproduc-
ing on a miniature scale complicated
tracery patterns and even tiny statu-
ettes. A number of these locks were

compound, with some of the mech-
anisms concealed from view, and re-
quired two or even three keys used
in sequence to open them. The
double key exhibited here was prob-
ably designed for such a lock.

, It has been suggested that the
greatly expanded use of locks on
doors, or coffrets and other types of
storage chests was a result of the
increasing urbanization of life and
the new emphasis on material wealth
and private ownership which devel-
oped in the late Middle Ages.
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14. KEY RING
Germany
Second half of the XV century
Bronze, L. 434 inches (11.1 cm)
The Metropolitan Museum of Art,
The Irwin Untermyer Collection,
68.141.2
During the fifteenth and sixteenth
centuries, particularly in the North,
it was common for mistresses of the
house to carry the keys for their
numerous chests, cupboards, and
doors on rings suspended from their
belts or girdles by a chain or cord.
Sometimes the key ring was at-
tached to one of several chains hang-
ing from a large broochlike device
fastened directly below the belt.
This device was used not only to
attach key rings and other items but
to pin up trailing skirts as well.
This key ring, though possibly
carried separately, may once have
been attached in the fashion de-
scribed above. The small sculpture
of the courting couple would have
served as the finial or handle.
Though key rings with non-figura-
tive terminals exist from the fif-
teenth and sixteenth centuries, at
least two other key rings with very
similar figures have survived. This
particular example is opened by de-
taching the screw that links the ring
to the figures. It is possible that
originally a small bolt or cap cov-
ered the exposed end of the screw.

15. BELLOWS
The Netherlands

First half of the XVI century

scene are two coats of arms, the left
one unidentified, the right identified
as that of Amsterdam, indicating
that the bellows was once used in
a household or a guild hall in that
city. The back of the bellows has a
circular inset within a deep gilded
molding pierced with three open-
ings for the intake of air. The air
was expelled through the metal pipe
projecting from the jaws of the
dragon’s head at the end of the
bellows. The sides of the bellows are
of leather.

The decoration on this bellows of
a religious subject does not indicate

that it belonged to a religious estab-
lishment; such themes frequently ap-
pear on objects of daily household
usage. This same scene, in an almost
identical ~ representation, though
without arms on the shields, appears
on a bellows thought to be from
Utrecht, circa 1510, now in the
Rijksmuseum, Amsterdam.

The existence of two such similar
bellows suggests that these items, in
common use in the household dur-
ing the Middle Ages, may have been
produced in large quantities with
the arms left blank for completion
after purchase.

Oak and leather, H. 27 inches (68.6
cm), W. 8 inches (20.3 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 53.207
By the fifteenth century, bellows, an
implement known from antiquity,
were often richly decorated and
were displayed on the chimneys of
domestic interiors. This bellows,
carved in high relief and once
brightly painted, shows on one side
the Flight into Egypt. Beneath the
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THE KITCHEN

In the households of the wealthy, provided with separate cooking quarters,
the fireplace was either built into the thickness of the wall or set in the
center of the room on a raised hearth equipped with a flue suspended over-
head to channel the smoke and smells, which in earlier centuries had been
left to find their own way out. In more modest dwellings, the wall-type fire-
place in the main living area doubled as the place for cooking, containing
the necessary spits for roasting and the mechanism by which pots and caul-
drons could be suspended over the fire. Very large households were also
equipped with their own ovens, while the average household had none. In
the preceding centuries, there was a communal oven at the feudal manor,
but in the later Middle Ages in urbanized areas, there were bake shops
and cook shops where breads, prepared puddings, and meat-filled pasties
could be bought and where one’s own joint of meat could be taken for
roasting.

The elaborate recipes and menus in the cookery books that begin to
appear around the end of the fourteenth century (two of the most famous
being that of Taillevent, the master chef for Charles V of France, and the
Forme of Cury of the chef for Richard II of England) were clearly intended
only for the rich. Even the Goodman of Paris, a Parisian burgher who
wrote a book of instructions to educate his young wife in the art of running
a household, mentions the extravagant cookery of the courts (which in-
cluded such curiosities as peacocks cooked and then completely redressed
in full plumage, and brightly gilded fish), but clearly states that even the
preparation of a less elaborate dish such as a stuffed chicken was “not the
work for a citizen’s cook, nor even for a simple knight’s.” The actual process
of cooking in noble circles, and wherever possible among the wealthier
burghers, remained the exclusive domain of a male chef, but in the average
household it was the responsibility of women. Everyday meals of the burgher
class-consisted in large part of “brewets” (thick broths), simple meat or fish
dishes (either roasted, broiled, or ground in a mortar with other ingredients
to form stews known as “mortrews”), enormous quantities of eggs, and a
limited variety of vegetables. The vegetables differed from region to region,
but leeks and beans of all sorts predominated. The widely varied combina-
tions of spices and herbs with which almost everything was seasoned might
seem odd and even unpalatable today. Although it is possible that such heavy
seasoning was required to disguise otherwise poor-quality or badly-preserved
meat, it was applied to even the freshest of fish or choicest of meat indicat-
ing that it was appreciated for its flavor as well.

Meat did not play as large a role in the average diet of the late Middle
Ages as one might expect. The liturgical calendar required an incredible
number of fish days, amounting to nearly half the year. There were also
extremely harsh punishments for poaching on a lord’s domain, and it was
difficult to preserve livestock over the harsh winters. Consequently, meat
rarely appeared on the average man’s table, and both domestic livestock and
wild game were consumed almost entirely by the upper classes.

Although culinary arts in all but the lowest classes improved considerably
between the twelfth and the fifteenth centuries, the actual implements re-
quired in preparation remained basically the same. Although there are nu-
merous later references to various utensils, none surpasses in vividness or
completeness the account given by Alexander Neckam in the twelfth cen-
tury. Along with the standard equipment, the pots and pans, bowls and
pitchers, cooking knives and spoons, he lists a mortar and pestle, a meathook,



A kitchen, detail of The Miracle of
the Broken Sieve, oil on panel by
Jan van Coninxloo, the Nether-
lands, ca. 1525-1550 (Musées Roy-
aux des Beaux-Arts de Belgique,
Brussels).

a griddle, a pepper mill, a salt cellar, a hand mill, a vat for the pickling of
fish, knives for cleaning fresh fish, which were kept in a vivarium (artificial
pond), and an assortment of implements with which to retrieve the fish from
the water. A spoon for skimming and removing foam from the surface of

the cauldron is mentioned, as well as the indispensable slotted spoon for
removing food boiled or fried in the cauldron. In addition, Neckam men-

tions the need for such items as a container for cheese, a cupboard for the
storage of spices, a series of vessels required for washing and serving, such as
ewers and basins, together with shaggy towels for the drying of dishes, and
an “‘ordinary hand towel which shall hang from a pole to avoid mice.” Bev-
erages, including a variety of wines, nectars, mead, and beer, were to be
stored in the cellar. Finally, for the disposal of wastes, there was what was
known as the garderobe pit, generally located near the fireplace, which was
most probably kept covered and emptied from time to time with a bucket

or pail.
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16a. COOKING POT

Flanders (?)

XV century

Bronze, H. 7 inches (17.8 cm), Dia.
6 inches (15.3 cm)

Philadelphia Museum of Art,
George Gray Barnard Collection,
45.25.208

16b. cAULDRON

France (possibly Lorraine)

XIV or XV century

Bronze, H. 1434 inches (37.5 cm),
Dia. 13%; inches (34.9 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 49.69.6
Cauldrons and cooking pots of all
sizes were standard kitchen equip-
ment of wealthy houses in which
the lord was responsible for feeding
the entire household and its staff.
In more modest domestic circum-
stances, an entire meal could be
cooked in one large pot by carefully
wrapping the various foods and then
suspending them in the pot, placing
them at different levels, or adding
them at different times. However,
by the fourteenth and fifteenth cen-
turies, medieval cookery had be-
come sufficiently sophisticated as to
require a variety of sizes of pots
even in the average household.

Almost all metal cooking vessels
were equipped either with legs so
that they could be placed directly
into the fire or with handles so that
they could be suspended from the
trammel. The trammel, a device
from which pots and other equip-
ment could be hung at varied
heights, was standard equipment in
almost every kitchen fireplace. Fre-
quently cooking vessels, such as
these two examples, were fitted with
both legs and handles giving them
greater versatility.

It was not unusual for cooking
vessels to have parallel bands run-
ning around the body which were
sometimes inscribed. The inscription
on the cauldron reads: I AMERAL:
TOUTE MA VIE: QUI: QUIMANPOENT
BLAMEIR. These words have been
variously translated as: “I will love
all my life no matter who may
sneer” or, “I will love all my life,
whosoever could blame me for it.”
It has been suggested that the sen-
tence may come from an old French
lyric poem, a noble sentiment to
be borne by a utilitarian object of
constant use.
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17. COVERED JUG

The South Netherlands (?)

End of the XIV century

Bronze, H. 173 inches (45.1 cm)
The Metropolitan Museum of Art,
The Irwin Untermyer Collection,
64.101.1527

It is not certain where this jug was
made; because similar vessels have
been found in England and north-
ern Germany, some authorities be-
lieve that they are of local produc-
tion while others feel that the su-
perior quality of this vessel argues
for an origin in the Lowlands,
around Dinant, which had a long
established tradition of outstanding
craftsmanship in bronze work. The
merchants of Dinant were not only
members of the Hanseatic League
but also had established themselves
in London, and thereby enjoyed
special export privileges. This could
explain the widely divergent areas
in which vessels of this type have
been found.

The legs on this vessel suggest it
was intended to be used for heat-
ing as well as serving. The hole
through the flange at the base of the
handle might have been used for
attaching a device to aid in remov-
ing the jug from the glowing

embers over which it had been set.
It might also have been used in
lifting or pouring from the vessel,
which would have been of consider-
able weight when filled.

18. COOKING POT

England

XIV or XV century

Unglazed earthenware, H. 415 inches
(11.2 cm), Dia. 6 inches (15.3 cm)
The Royal Ontario Museum, To-
ronto, 939.9.50

The most humble vessels were made
of unglazed earthenware and were
used for cooking or food storage by
only the poorest families. Such ves-
sels, little changed in shape and
technique, have been excavated
from sites dating from the Norman
conquest. Pots of this sort were
made of a white or buff clay which,
when fired in a reducing atmos-
phere, turned dark gray or black,
practical colors for vessels used in
cooking over open flames. Through-
out the Middle Ages, small amounts
of sand or quartz granules were
often added to the clay which ac-
counts for its gritty texture. This ad-
mixture, when fired, tended to
strengthen the clay, thereby reduc-
ing chances of collapse or distortion.
The horizontal bandings indicate
that such wares were thrown on
wheels and that the convex bottom
was the result of the vessel being
lifted off the wheel while the clay
was still soft. In the case of the pres-
ent pot, however, the rounded base
allowed the vessel to settle com-
fortably in a bed of hot ashes or
coals while being used for cooking.
This pot was excavated from
Trinity Court, Aldersgate Street,
London.

19. SUPPORT FOR A SPIT

Spain (?)

XVI century

Wrought iron, H. 15%; inches (40
cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 58.174.1
Although Spanish, particularly Cat-
alan, ironworking had reached a
level of great artistry by the late
Middle Ages, many ordinary house-
hold objects continued to be
wrought in the traditional and less
refined fashion, as is the case with
this support for a spit (once part of
a pair). It is amusing, however, and
its maker demonstrated great in-
ventiveness in transforming the scaly
fins of its arched back into rings
through which the spit could be
inserted at graduated intervals.

If contemporary illustrations ac-
curately reflect the normal operation
of the roasting spit, it was the fate
of some poor knave to sit by the fire,
endlessly turning the spit, whi}c;]



was sometimes provided with a
handle. By the fifteenth century, a
number of more sophisticated me-
chanical devices had been devised.
These included a series of disks set
at an angle above the fire and
driven in a circle by its heat, which,
in turn, transmitted the rotary mo-
tion, through a series of cogged
wheels, to the spit. This new “tech-
nology” did not, however, displace
the traditional method of turning
the spit by hand.

20. NUTCRACKER (?)

France or the Netherlands

XIV century

Bronze, L. 6 inches (15.3 cm)
Museum of Fine Arts, Boston, Wil-
liam F. Warden Fund, 49.479
Although a nutcracker is mentioned
in the inventories of Charles VI of
France, medieval references to this
type of implement are extremely
rare. While the form and structure
of this example and of another in
the Irwin Untermyer Collection,

The Metropolitan Museum of Art,
certainly suggest that they were nut-
crackers, their use cannot be un-
equivocally established.

Nuts, particularly almonds, played
an important role in the medieval
diet and “milk of almonds” appears
frequently in cookery manuscripts
of this period. The elaborate deco-
ration of this implement indicates
it was used at the table for cracking
nuts, rather than in the kitchen. It
has also been suggested that these
implements were either part of a
hunter’s equipment, as some ex-
amples have small rings allowing
them to be suspended from a belt,
or were used simply as pincers for
general household purposes.

22. MORTAR

Austria, Salzburg

1451

Bell metal, H. 93 inches (23.5 cm)
The Metropolitan Museum of Art,
The Irwin Untermyer Collection,
64.101.1541

Among the indispensable kitchen
implements of the medieval period
were mortars, which were used to
reduce foods of all kinds to a pulpy

21. LARDING KNIFE

England, possibly London

Early XVI century

Iron, wood, and latten, L. 6 inches
(15.2 cm)

The Royal Ontario Museum, To-
ronto, 927.28.164

Fresh meat was generally roasted
on a spit, either whole or in large
joints. The meat of wild game and
that of domestic livestock (which
usually had to forage for itself as
grain was used for bread making
and rarely for fattening cattle) was
ordinarily tough and sinewy. These
meats were both tenderized and en-
riched with flavor by a process of
inserting lard into the meat before
it was cooked. The introduction of
this process, known as larding, has
been - credited to the cook of Pope
Felix V (1440-1449), and represented
a great advance in the preparation
and enjoyment of meat.

The unusual shape of the blade
of the larding knife, with a central
ridge down one side, facilitated the
insertion of the lard into the meat.
This particular example was exca-
vated in Worship Street, London.

state. Meats and poultry were fre-
quently minced, boiled, then ground
or pounded with a pestle in a mor-
tar, and passed through a sieve. The
resulting pulp was flavored with
spices and various other ingredients.
Other dishes were also made by
“powdering” foods in a mortar. One
medieval English recipe for a type
of bread pudding specifies that to
crusts of bread, ground small, be
added “powder of galyngale [an
East Indian aromatic root], of canel
[cinnamon], gyngynes [ginger],” and
vinegar, all to be passed through a
strainer. Dishes made of ground in-
gredients, once prepared, could be
either immediately ‘“served forth”
or encased in a pastry crust.
Though purely secular in func-
tion, bronze household mortars
were frequently decorated with re-
ligious motifs. The saints repre-
sented on this mortar were favorites
in the region of Salzburg where it
was made. St. Virgil, for example,
seen holding his attribute, a geo-
metric instrument, was the founder
of the cathedral of Salzburg and
the monastery of St. Peter, and is a



patron saint of Salzburg. St. Rupert,
also a patron saint of Salzburg, was
credited with the introduction to
the region of salt mining (he is
shown holding a salt container), an
industry which brought immense
wealth not only to Salzburg but to
the Froeschl von Martzoll family,
which owned this mortar. The fam-
ily can be identified by the arms
which appear on it: a frog (Froeschl
means “little frog” in German) sur-
mounted by the letter “F.” The
mortar is dated 1451, and might be
the one mentioned in a family in-
ventory of 1553.

23. LIBRO DE ARTE COQUINARIA
Master Martino

Italy, Aquileia

Circa 1450

Manuscript on paper (codex), 65
folios, H. 8% inches (22 cm), W.
5% inches (14 cm)

The Library of Congress, Ms. 153
This manuscript, written by the
master chef Martino, is generally ac-
cepted as the first systematic presen-
tation of the art of cooking. In-
cluded in the six chapters of the
text are 259 different recipes ar-
ranged according to subject: meat
dishes, soups, sauces, pastries, egg
and fish dishes. The book is care-
fully organized, written in a neat
Italian hand, with each recipe be-
ginning with a heading, clearly dis-
tinguished by light brown ink.
Under sausages (fol. 8v.-9r), Martino
explains how to prepare coppiette
al modo Romano, in which the
meat is cut into large pieces and
mixed with spices and herbs such
as cardamom and fennel. He de-
scribes the making of mortadella
from lean veal as well as tomacelli
from pork livers. Head cheese is
made from young, lean veal and
pork to which saffron is added.

As stated on fol. 2, Martino was
master chef to the patriarch of
Aquileia when he wrote the manu-
script. Later he was employed at
the papal court in Rome where he
collaborated with his friend, Pla-
tina, librarian of the Vatican, on a
cookbook entitled De honesta vo-
luptate et wvaletudine (Of honest
pleasure and worthwhile life), first
published in Latin in 1474. Before
the middle of the sixteenth century,
the book had gone through six edi-
tions, had been translated into three
languages, and is today acknowl-
edged as “the cornerstone of culi-
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nary literature.” Martino’s part in
this published cookbook, the last
six chapters, are taken verbatum
from the present manuscript.

At the beginning of this manu-
script, Martino calls himself egregio
maestro (“‘distinguished master”), a
title of which he was justly proud.
To those who would follow his craft
he gives this advice:

polls Ty el
e e emripllaty a6 caTnt b

o ol il Guviene

' ’-: I:,“h-.qnuz.
e kv o pah A
o bt b b
bew fyei m-l’ﬂn‘-‘v

Wi fconds & -
ity

o

The cook should immerse him-
self in his art and know it through
long experience and patient work.
If he wishes to be worthy of our
praise he should be perfect in
his art. The cook should not be
a glutton nor prodigal, he should
not keep for himself nor eat
choice mouthfuls which are by
right the master’s.
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25. MANUSCRIPT CONTAINING COOK-
ERY RECIPES

England

Mid-XV century

Manuscript on vellum (roll), L. 20
feet (61 m), W. 1114 inches (29.2 cm)
Collection of Curt F. Biihler
Medieval cookery recipes are sel-
dom precise in their directions.
Exact amounts were left, in most
cases, to the individual chef, who
apparently knew from experience
how much of a given ingredient was
needed. Directions for preparation
were equally vague and cooking
time is rarely mentioned. These
early manuals, however, reveal a sur-
prising variety of dishes and meth-
ods of preparation. This English
cooking manuscript, unusual in that
it is a roll instead of a codex, con-
tains 194 different recipes. They are
written consecutively down the recto
of the roll and continued on the

24. CUOCO NAPOLITANO

Italy, Naples

Late XV century

Manuscript on paper (codex), 89

“folios, H. 85 inches (22 cm), W.

634 inches (16 cm)

Collection of Curt F. Biihler

The systematic compilation of rec-
ipes for the preparation of food is a
phenomenon of the late Middle
Ages. In earlier times, it has been
assumed that the art of cooking was
passed on orally, since few members
of the artisan class could read. By
the fifteenth century, as numerous
examples show, a. cookbook must
have been standard equipment for
at least master chefs, who presum-
ably were literate. The master chefs
who produced these books probably
created the recipes as well, since
many of those listed appear to be-
tray local tastes. This cookbook is a
compilation of Neapolitan recipes.

verso in brown ink with titles in
red. The fineness of the script sug-
gests, in this instance, that the man-
uscript was written by a professional
scribe and, consequently, that it was
prepared at the order of the owner
of a great household for use in his
kitchen, and was not the property
of his chef. Among the recipes de-
scribed are special dishes for the
Lenten season with directions “for
to make noumbles in Lent” and
“for to make chaudon for Lent.”
“Noumbles” were made from ani-
mal innards for food, and “chau-
don” was a sauce made of chopped
entrails. These inclusions in the
cookery roll emphasize the restric-
tions of the Church regarding ab-
stinence during the Lenten season
from flesh or fowl. These restrictions
applied to clergy and laity alike and
appear to have been observed quite
rigidly.
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One finds directions for the prepa-
ration of tripe, calf’s head, thrush,
turtle, and a special sauce known as
Salsa Papale; many of these are still
considered delicacies in regions of
Italy today. One recipe is for pas-
ties filled with fine capons, pullets,
and pigeons mixed with veal, while
another is made of the combs of
roosters, a special delicacy in medi-
eval cuisine. Also included in the
book are several menus of dinners
prepared by the cook for important
guests: one for the archbishop of
Benevento and another for the
prince of Capua. The chef who
wrote this book was obviously at-
tached to the household of one of
the noble families of Naples.

26. juc

England, London (or Surrey)
Late XIV century
Lead-glazed earthenware, H. 1114
inches (28.5 cm)

The Royal Ontario Museum, To-
ronto, 929.16.1

From early in the fourteenth cen-
tury, a number of English pitchers
and jugs appear with more elabo-
rate and masterful decoration than
that on the simple, turned vessels.
The technique generally employed
was that of applied ornament. Ro-
settes, grape clusters, rampant lions,
trellis patterns, and even heraldic
devices were stamped out and ap-
plied to the bodies of vessels. Often
clays of different compositions were
used and then fired to different
colors producing a polychrome
scheme of decoration. The present
example has a series of parallel rib-
bings framing rows of yellow-glazed
pallets over a brown band. The pat-
tern is continued in an abbreviated




fashion around the neck, and there
are applied vertical bands, as well.
This type of jug is a copy of those
frequently associated with the pot-
ters of Rouen, and is one example
of the impact of commercial inter-
course between France and Eng-
land. In spite of its-more decorated
nature, this piece, like most English
earthenware, was not destined for
the tables of the wealthy but rather
for use in the kitchen, the cellar,
or in the table service of a humble
household. Although the jug was
excavated in King Street, Cheapside,
London, it is unclear whether this
type of ware was made in London or
Surrey.

27. BALUSTER JUG

England (Surrey)

XV century

Lead-glazed earthenware, H.
inches (29.5 cm)

The Royal Ontario Museum, To-
ronto, 929.16.7

Jugs or flagons of this unusual shape
existed in England from the time of
the Norman Conquest, but were un-
known on the Continent. The thir-
teenth- and fourteenth-century va-
rieties were less exaggerated in con-
tour and were fashioned in red clay
with a yellow green smeared glaze.
In the fifteenth and sixteenth cen-
turies, these jugs were manufactured
in Surrey, which explains the more
familiar buff clay with green glaze
associated with this region. Also
typical of English pottery, this jug
is sturdily constructed with a heavy

1154

handle, which was attached, not
simply with paste clay, but by
pressing the end with the finger and
thumb until it splayed out securely
against the vessel wall. The resul-
tant depressions added a decorative
detail which was imitated or elab-
orated upon in later wares. Clearly
used for pouring beverages such as
wine, cider, or beer, these flagons
closely followed the form of metal-
work flagons. Found in great num-
bers in London, this example was
excavated in Moorgate Street.

28b. Juc

England (Surrey)

Early to mid-XVI century
Lead-glazed earthenware, Dia.

6% inches (17.5 cm)

The Metropolitan Museum of Art,
Rogers Fund, 52.46.3

Unlike Spanish and Italian tin-
glazed earthernwares, English pot-
tery was not produced in a few par-
ticular sites, but over the entire
country wherever the necessary clay
beds existed. Produced in vast num-
bers for ordinary usage, these wares
had little decorative value. For this
reason, few examples have survived,
and these have been recovered al-
most exclusively through excava-
tion. The representation of English
earthenware on the tables of affluent
households, such as that in the Lut-
trell Psalter, is exceedingly rare. In
spite of their commonplace nature,
these objects can be appreciated,

28a. juc

England (Surrey)

Early to mid-XVI century
Lead-glazed earthenware, Dia.

5%¢ inches (14.9 cm)

The Metropolitan Museum of Art,
Rogers Fund, 52.46.8

however, for the pleasing profiles
and simple, if occasionally careless,
decoration.

Vessels such as the two exhibited
here, produced during the first half
of the sixteenth century and gen-
erally referred to as Tudor jugs,
were decorated with bands incised
by a stylus on the wet clay while the
jug was still spinning on the potter’s
wheel. The vessel was then fired and
given a bright green glaze. The
darker green brown color of the
second jug was the result of incon-
sistencies in the composition of the
glaze and firing conditions. These
jugs were made not only for pouring
but were apparently used for drink-
ing as well. As they resemble certain
types of Rhenish stoneware vessels,
it is possible that their style was
influenced by German or Nether-
landish immigrant potters working
in Surrey, the probable site of their
manufacture.
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29a. FLASK

England (Surrey)

Early XVI century

Lead-glazed " earthenware, H. 7%
inches (18.1 cm)

The Metropolitan Museum of Art,
Rogers Fund, 52.46.5

29b. FLASK

England (Surrey)

Early XVI century

Lead-glazed earthenware, H. 3%
inches (8.2 cm)

The Metropolitan Museum of Art,
Rogers Fund, 52.46.6

The shape of these two vessels is
unusual in English pottery. The
greatest number of surviving exam-
ples are jugs, but, by the sixteenth
century, pipkins, drinking cups, and
costrels (vessels similar to canteens)
appear with greater frequency.
These flasks are related to costrels
in their squat, round shape and the
small wing handles pierced with a
hole through which a cord or thong
could be passed to strap the vessel
to a belt or to sling it over the
shoulder. Unlike costrels, which are
flat on one side to lie against the
body, these flasks are spherical, mak-
ing them impractical to carry in this
manner. It is more probable, there-
fore, that a cord was passed through
the piercings as a makeshift handle
to facilitate pouring or to suspend
the vessels in storage. The miniature
size of the flask on the right indi-
cates it might have been used as a
container for a spicy or savory
liquid doled out sparingly in cook-
ing or for a condiment on the table.
The narrow necks of both allow for
sealing with a cork or wooden plug.

30. Juec

Spain, Manises (Valencia)

Mid-XV century

Tin-glazed and lustered earthen-
ware, H. 814 inches (21.6 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 56.171.83
Generally identified as pharmacy
jugs, this type of vessel along with
various other jars, pots, urns, and
gallipots lined the shelves of fif-
teenth-century pharmacies and herb
shops. As they were designed to hold
liquids such as balsams, syrups, and
oils, these jugs, known as botijos,
commonly appeared in the house-
hold, particularly in the kitchen, to
hold olive oil or similar staples. The
shape is a simplified and less refined
form of the taller and more ele-
gantly proportioned gallipot. By the
second half.of the fifteenth century,
demand required that these jugs be
turned out rapidly and in great



quantities, and, as a result, the dec-
oration, in comparison to other ex-
amples of Valencian lusterware, is
crudely drawn.

31. VASE

Moravia, Ldstice

XIV century

Sand-glazed earthenware, H. 7l
inches (19 cm)

Collection of Mrs. Leopold Blumka
The earthenware produced in Bo-
hemia during the late medieval
period falls into two distinct cate-
gories: that produced under the
Luxemburgs from the mid-thir-
teenth century to 1420, and that
produced during the century follow-
ing the Hussite revolution. The
present example probably dates
from the late fourteenth century,
and was no doubt made in the im-
portant manufacturing center of
L3stice, a town north of Brno in the
fiefdom of Moravia. The gritty, bub-
bly surface, typical of these wares,
was the result of sand added to the
clay which bubbled through the sur-
face during the firing and anneal-
ing processes. Vessels of this type
exist both with small loop handles,
which vary in number from three
to 18, and without. Those of the
thirteenth and early fourteenth cen-
turies tend to be squatter and
thicker, while those of the later
period, due to the introduction of
the foot-driven, fast-spinning pot-
ter's wheel, were taller, thinner-
walled, and generally more elegant
in appearance. The Bohemian pot-
ter benefited greatly from the devel-
opment of commerce toward the end
of the Middle Ages. Previously he
worked for a manor overlord, pro-
ducing limited numbers of wares for
a local market, but, with the gradual
migration to the urban centers, his
position rose considerably as he
then became a supplier of goods to
a wide commercial market. These
wares have been found with some
frequency in areas of Hungary and
northeastern Austria. Unlike his
Italian or Spanish counterparts, the
Bohemian potter was producing
goods of a purely utilitarian nature,
chiefly domestic wares, tiles, and the
like. This vessel could have been
used for a’drinking vessel, but, be-
cause of the rough lip, it probably
served as a storage jar or container.
Several examples have lips mounted
with silver-gilt rims of the late fif-
teenth and early sixteenth centuries,
indicating not only their adaptation
for drinking purposes but their
value as decorative objects as well.
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THE TABLE

Prior to the fifteenth century, when the “dormant” or stationary table
as we know it came into general use, meals in the houses of all ranks were
taken at a board set upon trestles, which could be easily dismantled at the
end of the meal to allow space for the day’s other activities. There were
two main meals of the day—dinner, taken somewhere between 10 A.Mm.
and noon, and a light supper, usually consumed around 5 p.m. In the more
opulent houses, the main table for the lord and his important guests was
raised upon a dais at one end of the hall, looking out and over the tables
for the less distinguished diners. In more modest circumstances, meals were
taken in the same areas that served for cooking and sometimes even sleeping
quarters. Benches, and, in rare instances, stools, sufficed for all but the lord,
who alone was privileged to sit in a chair. The only other standard piece
of furniture connected with eating was a serving table of some sort, which
in modest households was usually a high chest. In wealthier homes, this
serving piece took the form of a cupboard or credenza with a series of stepped
shelves to allow the display of “show pieces,” usually ornate plates and
drinking vessels. The number of shelves which a cupboard or credenza had
was closely associated with the rank of the individual—five or six, for exam-
ple, being a number usually appearing only in royal households.

The laying of the table was tantamount to ritual in affluent households,
each step being carefully described in such contemporary treatises as John
Russell’s Boke of Nurture and Wynkyn de Worde’s Book of Carving. First
came the laying of the tablecloth, and, in England at least, this could in-
volve as many as three cloths, the first being centered and the other two
placed so as to extend from the edge of one side of the board to the floor
of the opposite side.

The first object to be placed on the table once it was covered was the
salt cellar; the seating of guests in relation to the position of this main salt
cellar was of the highest importance. Those seated on the same side of the
salt as the host were members of the family and honored guests, and those
seated ‘‘below the salt” were considered lower on the social scale, frequently
being the lord’s retainers. On the most splendid of tables this ceremonial
salt took the shape of a ship, or nef, which might also contain the personal
eating utensils and condiments for the lord.

The preparation of the trenchers, originally the slices of stale bread which
served as “plates” for each individual, was the responsibility of the pantler.
More important were the duties of the “sewer,” or steward, who oversaw and
“assayed” or tested all dishes taken to the table, which, as can be seen in
paintings of the period, were covered, stacked three or four high, and
girdled by a long cloth to facilitate their transport from the kitchen to the
serving table. The carver was required not only to know the “fayre han-
dlynge of the knyfe,” but also to have mastered the most bewildering set of
terms. A separate phrase applied to almost every type of meat, fish, or fowl,
ranging from an obsolete but still comprehensible expression “unbrace a
malarde” to the more cryptic “‘alaye that fesande,” which meant, simply, to
remove the wings of the pheasant and then begin to carve. Although other
minor “offices” abound—saucers, spicers, and larders, to name but three—
the only other office of importance was that of the cupbearer, whose duty
it was to keep each cup properly filled and, more importantly, to assure
that that of the lord remained untainted (death by poison being by no
means infrequent) . Although this highly ritualized division of labor obvi-
ously applied only to the wealthiest of households, the members of the
burgher class sought to emulate it to whatever extent they could afford.



The princely banquet, woodcut by Mi-
chael Wolgemut in the Schatzbehalter,
Nuremberg, 1491 (The Metropolitan Mu-
seum of Art, Rogers Fund).

ary

At table, the diners sat in pairs with a bowl placed between them from
which they could convey food to their trenchers. Although knives were
brought to table by each individual and spoons were supplied in some cases,
eating was done primarily with the fingers. No description can surpass the
famous lines in Chaucer’s Canterbury Tales which describe the “impeccable”
manners of Madame Eglantine:

At mete wel i-taught was sche withalle

Sche leet no morsel from hire lippes falle

Ne wette hire fyngres in hire sauce depe

Wel cowde sche carie a morsel and wel kepe
That no drope ne fille uppon hire breste

In courteisi weas set ful moche hire leste

Hire overlippe wyped sche so clene.

That in hire cuppe was no ferthing sene

Of greece, whan she dronken hadde hire draughte
Ful semely after hire mete sche raughte.

Napkins appear in the inventories of even such modest homes as fish-
monger’s, and many authorities believe that they were used quite reg-
ularly. When used, they were apparently to be laid not in the lap but over
the shoulder; but since they are rarely represented in paintings of the
period—and since there are frequent admonishments in the Books of Cour-
tesy not to wipe one’s knife on the tablecloth—it might be that they were
not used so frequently as one would expect.

Every meal ended as it began, with the washing of the hands. a



32. BEAKER

Germany, Cologne

XV century

Pattern-molded glass, H. 3%¢ inches
(9.1 cm)

Corning Museum of Glass, 69.3.6
Glass, because of its cheapness and
availability, gradually replaced
metal in the fifteenth century as the
most common material for drinking
vessels. Medieval examples before
this time were extremely rare, imply-
ing that glass was not in common
use for tableware. Beakers such as
this one, because they were blown
in metal molds rather than hand-
formed, could be mass-produced.
Accounts from Aschaffenberg of
1406 indicate that a glassblower with
one helper could produce between
175 and 300 of these glasses a day.
Small wonder that they were the
most common type of glass drinking
vessel of their period. These beakers
appear frequently in contemporary
paintings and prints, for example
in the work of Dirk Bouts and the
Master of the Housebook. Most of
them are, like this one, blown of
a bubbly, greenish tinted glass. The
impressed diamond pattern on the
side served a dual function: its
textured surface not only provided
the means for a firm grasp but also
enhanced the appearance of the
vessel.

33. cup (Maigelein)

Germany

XV century

Pattern-molded glass, H. 214 inches
(5.5 cm)

Collection of Mrs. Leopold Blumka

42

The name Maigelein, used today to
designate these small pattern-molded
cups, was probably a general term
for all types of beakers in the late
Middle Ages. These glasses were
easily produced and appear to have
been made in large quantities. Of a
light greenish color, this example is
typical of the Wald or forest glass
produced in the wooded sections of
Germany where fuel and ash neces-
sary for the making of glass were
plentiful. The local river sand, the
basic material for this glass, con-
tained impurities such as iron, which
accounts for the greenish color- of
most of these cups. Characteristic of
this Maigelein is the high “kick-up”
or indentation of the base. After re-
moval from the mold, and while the
glass was still soft, its conical lower
surface was pushed back into the
bowl so that the cup would rest
firmly on its flat base. Because the
diamond pattern on the side of the
vessel is so softly impressed, this cup
was probably blown in a wooden
rather than a metal mold. Though
most fifteenth-century drinking ves-
sels are comparatively small in size,
the shallow shape of the Maigelein
was hardly suitable for a beverage
such as beer. In all probability, this
cup was reserved for the drinking of
wine and mead.



34. BEAKER (Krautstrunk)
Germany

XV or XVI century

Glass, H. 534 inches (14.5 cm)

The Metropolitan Museum of Art,
Munsey Fund, 27.185.211

(See color plate no. 3)

Judging by the number of extant
examples, and by the frequency
with which they appear in paintings
of the fifteenth century, the Kraut-
strunk beaker was the most popular
type of drinking glass in Germany
at the end of the Middle Ages.
Made of a fine quality blue or green
glass, these sturdy, thick-walled beak-
ers were perfectly designed to serve
their function. As in this example,
the stocky bowl of the beaker bulges
slightly and is firmly seated on a
crimped base ring. The sides of the
bowl are decorated with applied
drops of glass, called ‘“prunts,”
drawn into the points that give the
beaker its name Krautstrunk (‘“cab-
bage stalk”). A flaring rim has been
added to assure ease in drinking.
Krautstrunken have survived in all
sizes, from tiny cups, probably used
for wine or spirits, to large ones,
such as this, for ale or beer. Many
have been found in tombs as con-
tainers for personal or religious
relics favored by the deceased.

36. BEAKER

Germany, Ingolstadt

Circa 1500

Horn and silver gilt, H. 934 inches
(23.8 cm)

The Metropolitan Museum of Art,
Gift of J. Pierpont Morgan, 17.190.-
496

The size of the section of mountain
goat (ibex) horn from which this
beaker was fashioned dictated its
scale. Though small, the beaker is
handsomely mounted, a reminder
that drinking vessels, particularly
the more elaborate ones, of the late
Gothic period, were intended not
only for use but for display.

The use of horn as a material for
drinking vessels was not uncommon,
although the exploitation of the
natural protrusions of this ridged
horn as a grip is an unusual feature.
The basic form, however, is essen-
tially that of the traditional beaker,
a cylinder with a slightly flared
mouth and a flat base. This vessel
rests on three feet in the form of
mountain goats of the type from
which the horn came. The embossed,
lobed cover, executed in a technique
popular in Germany, has a repoussé
lion on the inside and is surmounted
by a finial of a man carrying a shield
with no armorial bearings. The cup
does, however, bear the town mark
of Ingolstadt, which securely estab-
lishes its provenance.

35. BEAKER (Stangenglas)
Germany

Mid-XVI century

Glass, H. 8%¢ inches (21.8 cm)

The Metropolitan Museum of Art,
Munsey Fund, 27.185.203

This exceptionally tall, straight-
sided beaker, sometimes called a
“stick” glass, is a later development
of the Krautstrunk. Because of its
shape and size, it was undoubtedly
a beer glass. Technically, this beaker
is more accomplished than the other
German examples previously de-
scribed. It is free blown, of an ex-
ceptionally clear greenish blue glass,
with an applied spiral-threaded foot
to give it stability. Its decoration is
also unusual. In this example be-
hind each print there is a hollow
spike of glass that projects into the
interior of the vessel. These spikes,
formed by pressing a sharp-pointed
tool through the wall of the beaker
when the glass was still soft, were
undoubtedly intended to serve some
useful purpose. Since the beaker was
probably used for beer, the spikes
perhaps provided a stirring action
to aerate the liquid when it was
swirled in the glass. Stick glasses of
this type were often represented in
German painting of the sixteenth
century; an example appears in the
Last Supper by Martin Schaffner in
the Sippenaltar at Ulm.

37. MAZER BOWL

England

Second half of the XV century
Maple wood and silver gilt, H. 23
inches (7 cm), Dia. 6%; inches (17.1
cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 55.25
Mazer bowls, similar to this one,
were among the vessels commonly
used in England for drinking wine.
Popularly believed to ward off the
effect of poison and commonly used
for bowls and various drinking ves-
sels, mazer is a general term for
lathe-turned root wood or other
hard wood. Mazer in German means
“burled” or “grained” and such
wood could be found in excrescences
on trees, particularly maple.

The shape of this mazer cup is
typically English, of the type com-
mon from circa 1450 to 1540, being
a broad, shallow wooden vessel with
a wide silver rim or cup-band. Ear-
lier mazers were generally deeper
with narrower cup-bands; the
broader mount of the later mazers
compensated, in terms of capacity,
for the shallower bowl.

The band of this bowl, like those
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of many similar mazers, is engraved
with an inscription, here written in
Gothic script in the English of the
fifteenth century, Resun bad I
Schulde write th(i)nk micul ¢ spek
lite, which has been rendered as,
“Loose talk is bad, I should write,
think much, and speak little.”
Though some English rim-bands are
plain, the edge design of this mazer
is not unusual. The interior of the
cup has a raised circular disk, or
boss, on which is found the sacred
monogram IHC; bosses with coats of
arms, merchants’ marks, or scenes of
combat are also common.

It is possible that this vessel orig-
inally had a narrow-rimmed mount
at its base decorated perhaps with a
motif similar to that on the cup-
band.

39. PITCHER

Italy, Flarence

Circa 1460

Tin-glazed earthenware, H. 6%
inches (17.5 cm)

The Metropolitan Museum of Art,
Gift of J. Pierpont Morgan, 65.6.14

Small pitchers of this type were
among the most common serving
vessels produced in the fifteenth-
century Italian potteries. Of a sim-
ple but well-balanced shape, the
pouring spout was impressed in the
still-wet clay between the thumb
14

and forefinger, a technique which
can be traced back to Roman wine
jugs and ultimately Greek oenochoe.
By the mid-fifteenth century, Italian
pottery was greatly influenced by the
designs and patterns of Spanish, par-
ticularly Valencian, lusterware. One
of the most popular ground decora-
tions was the so-called bryony pat-
tern which depicted bryony leaves,
acacia blossoms, and an interlace of
tendrils rendered in deep cobalt
and luster glazes. The decoration of
this jug is clearly taken from a
Spanish model. Although much Va-
lencian lusterware was imported

38. EWER

Italy, Venice

Late XV or early XVI century
Glass, with enamel decoration, H.
11 inches (27.9 cm)

Collection of Mrs. Leopold Blumka
The ewer, commonly used as a litur-
gical vessel, had, by the time of its
translation from metal into glass in
the fifteenth century, become a pop-
ular table vessel. Though not as
commonly represented in contempo-
rary painting as the tazza, the ewer
appears in a fourteenth-century
fresco in Pomposa where it is de-
picted being used as a wine pitcher.
The present example demonstrates
the finesse achieved by Venetian
craftsmen by the end of the fifteenth
century. The ewer is assembled from
four different parts: the body, the
base, the handle, and the pouring
spout. By the beginning of the six-
teenth century, the shell motif in
enamel decoration was a common
feature in the decorative vocabulary
of Venetian glassmakers. Less com-
mon is the flame motif seen at the
base of the neck. Ewers such as this
one were a popular export item, as
is demonstrated by the frequency
of examples in German collections
bearing German arms.

into Italy, eventually the Italian pot-
ters learned the techniques and
copied some of the patterns in an
effort to curb the imported compe-
tition. Documents relate that a cer-
tain Galgano di Belforte went to
Valencia to learn new techniques
and to bring them back to the fac-
tories of Faenza. The circular area
on the belly of the pitcher was nor-
mally decorated with a coat of arms.
In this case, a dog is represented,
which may be the badge of a certain
family, but it is too generalized to
be identified. Wares influenced by
Spanish design have been uncov-



ered not only in the outlying towns,
but in Florence itself. Numbers of
sherds with patterns similar to those
on the present pitcher have been
excavated in the Piazza Torquato
Tasso, which indicates that pot-
teries, or at least a market for these
Spanish-influenced wares, were lo-
cated there.
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40. EWER

Flanders

XIV century

Bronze, H. 9 inches (22.9 cm)
Collection of Mrs. Leopold Blumka
This three-legged bronze ewer, now
missing its lid, belongs to a category

of vessels commonly found in
fourteenth- and fifteenth-century
kitchens of moderately wealthy

households. Even vessels of less pre-
cious metals such as bronze were gen-
erally too costly to be owned by poor
families; consequently, ones of simi-
lar form were made of pottery.
Ewers, like other cooking vessels
raised on three legs, could be stood
directly over hot coals on the hearth

to heat whatever liquid they con-
tained and then be carried to the
table for service. This particular
bronze example is skillfully fash-
ioned and ornamented indicating
that it was a valuable though utili-
tarian possession. The animal-paw
motif and the animal-head terminals
on the spout and handle are fea-
tures of many Gothic water con-
tainers such as ewers, aquamanilia,
and lavers, but the elegantly simple
faceting of the body of the vessel is
less frequently seen. Both forms
of decoration, however, continued
through the fifteenth century, de-
spite the generally more complex
design of the later examples.

41. PITCHER

England (Surrey)

Late XV or early XVI century
Lead-glazed earthenware, H. 7
inches (17.8 cm)

The Metropolitan Museum of Art,
Rogers Fund, 52.46.7

Simple, small pitchers of this type
were very common during the late
Middle Ages in England and served
as dispensers of beverages at the
tables or in the kitchens of ordinary
households. The simplicity of this
pitcher is reflective of the enduring
and functional nature of medieval
English pottery. The buff color bis-
cuit is the result of a low iron-con-
tent clay fired in an oxidizing at-

mosphere, while the typical bright
green color was achieved by adding
copper filings to the lead glaze.
Many of these wares have been ex-
cavated in or around London, but it
seems probable that they were made
in Surrey where abundant supplies
of clay existed. Jugs of various
shapes were the major product of
the English pottery industry, and,
in England, virtually no plates or
trenchers of earthenware have sur-
vived as they have in Spain or Italy,
indicating that such objects were
generally made of wood, or, in more
affluent households, of pewter or
other metals.
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42. juc

England (West Kent)

Circa 1400

Lead-glazed earthenware, H. 147
inches (37.5 cm)

The Royal Ontario Museum, To-
ronto, 930.14.9

This sturdy and unusually large
conical jug is a typically simple
but functional English serving ves-
sel. The wide, heavy handle is
firmly attached in order to support
the weight of the jug's contents
while being carried. When the still-
soft clay vessel was lifted from the
potter’s wheel, the bottom normally
sagged; to give it stability, the arti-
san extended the bottom edge by
pressing in a thumbprint pattern.
In the late fifteenth and early six-
teenth centuries, the convex bottom
was avoided by cutting the vessel
from the wheel with a cord or
wire, but the thumbprint pattern was
continued as a decorative element.
A further decorative element is
found in the scored sets of parallel
lines distributed in an arbitrary
fashion on the body of the vessel.
This jug was excavated in Wood
Street, Cheapside, London, but it
was probably made in Kent.

43. PITCHER

Spain, Manises (Valencia)
1430-1440

Tin-glazed and lustered earthen-
ware, H. 1834 inches (46.6 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 56.171.146
Pitchers with exaggeratedly tall
necks, beaklike spouts, and large
heavy handles were common in fif-
teenth-century Spain. This unusu-
ally large pitcher, probably made in
Manises, the principal center of
Spanish lusterware throughout the
fifteenth century, holds almost eight
quarts, and is a rare example of
earthenware technique. Although
pitchers were common items of
tableware, this particular example,
when full, would have been much
too heavy to wield conveniently. It
therefore might have been used
for dispensing wine or water into
smaller table pitchers, or for serv-
ing wine at large banquets. Its large
size and its ornamentation have
made it also a valuable decorative
piece which perhaps explains its fine
state of preservation. The decora-
tion, which includes patterns of
pseudo-Kufic script, points to the
Muslim origin of all Spanish luster-
ware. The technique, which origi-
nated in the Near East, found its
way into Andalusia by the tenth
century. By the fifteenth century,
piracy and the wars with the Chris-
tians had prompted many craftsmen
to move northward into the region
of Valencia, where all artisans,
whether Muslims, Mudejares (Mus-
lims living under a Christian king),
or Christians, were allowed to work,
and where ships sailed freely to
their Mediterranean markets, un-
hindered by pirates.



44. BOTTLE (refredador)

Spain, Manises (Valencia)

First half of the XVI century
Tin-glazed and lustered earthen-
ware, H. 11 inches (29.2 ¢cm), W.
8%4 inches (22.2 cm)

The Metropolitan Museum of Art,
Gift of Henry Marquand, 94.4.358
Vessels of this type, generally re-
ferred to as refredadores, or bever-
age coolers, appear with increasing
frequency in inventories of Valen-
cian potters during the first half
of the sixteenth century, although
they were mentioned in documents
as early as 1446. Typical of many
types of Spanish lusterware vessels,
the form was derived from Near
Eastern models and was probably
used to hold either wine or water.
The thick walls and narrow spout
served not only to retain the tem-
perature but to retard evaporation
as well. Generally refredadores were
constructed with a neck for filling at
one end and a spout, often of a
zoomorphic design, for pouring, at
the other end. The present example
has a single neck in the center which
served both functions. The coat of
arms on the side is that of the first
duke of Aragén-Segorbe, Enrique,
or his son Alfonso, to whom the
father resigned his title in 1516.
These dukes were the lords of Pa-
terna, a major pottery manufactur-
ing town, close to the more impor-
tant center of Manises.

45. PILGRIM FLASK
Italy, Venice

XVI century

Glass, with enamel
H. 15 inches (38.1 cm)
Collection of Mrs. Leopold Blumka
(See color plate no. 1)

This flask is an example of the
translation into glass of an earlier
ceramic type. Though the type orig-
inated as a portable water bottle
and was known as a pilgrim’s flask,
it is hardly likely that this exqui-
sitely blown and decorated example
was intended to be carried on a jour-
ney. A similar flask in Bologna bear-
ing the arms of Bentivoglio and
Sforza was, in all probability, a wed-
ding gift. Blown of a pure colorless
glass, the present example is deco-
rated with medallions of gilt and
points of enamel. Though the loops
that in a more utilitarian .example
would have held the cord that passed
over the wearer’s shoulder have
been retained, their function in this
example is purely decorative.

decoration,

46. COVERED FLAGON

Germany,
ania)
XIV or early XV century, with mid-
XV-century mountings

Quartz veined with jasper, silver
gilt, H. 1334 inches (34 cm)

The Metropolitan Museum of Art,
Gift of J. Pierpont Morgan,
17.190.610

(See color plate no. 3)

This flagon has been somewhat im-
probably associated with a group of
variously shaped vessels called vases
de Cana, referring to the vases
filled with the water Christ con-
verted to wine at the marriage at
Cana. Over thirty of these vases
were known to have been exhibited
throughout the Middle Ages for the
veneration of the faithful. In its
medieval context, however, the term
“Cana” also indicated a container
for or a measure of liquid as indi-
cated in a 1337 reference: pro una

Reinkenhagen (Pomer-

. Pellon.

Cana vini presentata uxori Petri
Whatever its traditional
associations, the present flagon, be-
cause of its weight and costly ma-
terials, was undoubtedly intended
as an object of decorative rather
than functional value. The pear-
shaped body and the angular handle
associate it with a group of predomi-
nantly rock crystal vessels attributed
by some scholars to late fourteenth-
or early fifteenth-century Burgun-
dian workmanship. Nonetheless,
this vessel is known to have come
from the Pomeranian town of Rein-
ken hagen. The metal mountings,
however, are of mid-fifteen-century
Rhenish workmanship. Although
more durable than glass, vessels of
semiprecious stone were susceptible
to breakage. Because of their in-
trinsic value, these objects, like
the present example, were repaired
when broken by resetting them in
metal mounts.
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47. DOUBLE CUP

The Netherlands or France

XVI century

Mazer wood and silver gilt, with
enameled arms, H. 8% inches (22.2
cm

Collection of Mrs. Ernest Brummer
This standing drinking vessel con-
sists of two deep bowls, of which
the smaller bowl has the dual func-
tion of serving as a cover for the
larger and as a second cup; the typ-
ical crown-shaped ornament of the
covering cup is actually its base. Al-
though occasionally imitated in
semiprecious stone, double cups are
generally made of mazer wood (see
entry no. 37). Called in German,
Doppelkopf, that is, “double head,”
it has been suggested that the hemi-
spherical shape of the bowls may
be related to the skull cups said to
have been used by pagan European
tribes.

The most unusual feature of this
mazer cup is the handle, which,
though it has the characteristic up-
ward-curving rhomboidal  shape
found on later double cups, termi-
nates in a castle or turret form un-
like the more common foliate vol-
utes. This turret form is reminis-
cent of French medieval chiteau
architecture in which roofs of a
similar shape are flanked by round
towers. This suggests that the cup
was made in an area west of the
Rhine, possibly in France or the
Netherlands, rather than in Ger-
many, where such roofs are not
found. The enameled arms within
the circular medallion on the cup
have been tentatively identified as
those of the van Griethuysen fam-
ily of Holland (argent, three bars
checquy, or, and gules); while the
presence of these arms would indi-
cate a Netherlandish provenance
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for the mazer, a French origin is
not precluded as the arms might
have been added to the cup after
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its manufacture and export.

48. BOWL

Italy, Venice

XVI century

Glass, with enamel decoration,
Dia. 814 inches (21 cm)

The Metropolitan Museum of Art,
Gift of Julia A. Berwind, 53.225.111
The importance of the export of
fine glassware to the economic pros-
perity of Venice can be witnessed
in examples such as this bowl
Though made in Venice, it bears
the arms of the Lanuza and Viana
del Bollo families of Orense in
Spain. In some cases the arms were
painted on the glass at the time of
manufacture (see entry no. 263). In
other instances, the glassware was
exported undecorated, and the ap-
propriate arms were applied at the
time and place of purchase. Fre-
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quently, in the latter case, the enam-
el was unfired, making it less dur-
able but avoiding the risk of reheat-
ing the glass. Curiously, the size and
shape of this Venetian glass bowl
are almost exactly those of the Span-
ish bowl also in the exhibition (see
entry no. 49) indicating that the
glassmakers of Venice tailored their
products to the taste of their cus-
tomers.
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PLATE 3
Cat. Nos. 34, 46, 267
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49. BOWL

Spain, Manises (Valencia)
1430-1460

Tin-glazed and lustered earthen-
ware, Dia. 9 inches (22.9 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 56.171.156
This small bowl, presumably a rem-
nant of a large table service, bears
the coat of arms of the Florentine
family of Dazzi. The town of Man-
ises supplied large amounts of ware
for the export market. Italy, par-
ticularly the cities of Florence and
Siena, was a primary consumer, as
well as Sicily, which was at this time
part of the kingdom of Aragon.
Small bowls of this sort with broad
horizontal rims are known in the
documents as scudulles and were
used more as eating than as serving
dishes. The decorative motif em-
ployed on this bowl is known as the
blue bryony pattern, and is referred
to in an inventory of René of Anjou
as feuillages pers. It was particu-
larly popular in Italy, and was often
imitated in the decoration of its in-
digenous earthenware. Bowls of this
general size are depicted on a table
in a Catalan painting of the Last
Supper, now in the Museo Arqueé-
logico Diocesano, Solsona.

50. BOWL OF JOHN THE FEARLESS,
DUKE OF BURGUNDY
France, Paris

Circa 1400

Silver and silver gilt, Dia. 614 inches
(16.5 cm)

Museum of Fine Arts, Boston,
48.264

This elegant bowl, which has silver
hallmarks indicating Parisian work-
manship, has been associated with
John the Fearless, duke of Bur-
gundy (1371-1419). Engraved on
the underside of the bowl is a shield
bearing his arms.

Though drinking bowls for wine
were used during the Middle Ages,
it is unlikely that this bowl was
intended for this purpose. The ab-

sence of a handle, which was a usual
feature of fifteenth-century Burgun-
dian drinking cups; the placement
of the riveted silver-gilt foliated
mount on the rim, which would
have made drinking awkward; and
the extreme shallowness of the bowl
itself suggest that it was probably
intended for sweetmeats, such as
sugared almonds, or spices, which
were often in semiliquid form.
Burgundian bowls of similar size
and shape, thought to have been
used for this purpose, date from
the second half of the fifteenth cen-
tury in the time of Duke Charles
the Bold, whose fondness for spices,
sweetmeats, and wine was noted in
contemporary sources. 53



51. BowL

England

Circa 1500

Pewter, Dia. 6% inches (19.7 cm)
Philadelphia Museum of Art, Gift
of George H. Frazier, 29.192.25
The use of pewter for tableware in
England is documented as early as
the late thirteenth century when
the inventories of Edward I indi-
cate that in 1290 he had in his
possession over 300 pewter dishes,
salts, and platters. Cornwall be-
came a principal source of tin, the
primary constituent of pewter, and
the Pewterers’ Company of London
was accorded official recognition in
1343, during the reign of Edward
III. The quality of pewter could
vary greatly. Fine pewter was that
which contained tin and copper
or brass in a proportion that ““as of
its own nature it will take up.”
Common pewter consisted of tin
and lead “in reasonable propor-
tions.” Early ordinances required
that common pewter be used only
for making such ordinary objects
as candlesticks, pots, and cruets. To
assure compliance with these regu-
lations, makers of pewter were ob-
ligated to identify their. work with
a stamp, which explains the other-
wise unidentified mark under the
rim of this bowl where a partially
obliterated “F” (?) appears within
an oval.

By the fifteenth century, pewter
tableware had found its way into
much more common usage, al-
though it by no means replaced
wooden or earthenware versions in
the homes of less wealthy people.
This small, shallow, and extremely
simple bowl would most probably
have been used at the table of a
member of the upper or merchant
class.

52a. PLATE

Spain, Manises (Valencia)

1430-1470

Tin-glazed and lustered earthen-
ware, Dia. 11 inches (28 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 56.171.119

52b. PLATE

Spain, Manises (Valencia)

1430-1470

Tin-glazed and lustered earthen-
ware, Dia. 175% inches (47.7 cm)
The Metropolitan Museum of Art,
The Cloisters Collection, 56.171.136
Both of these plates are emblazoned
with the coat of arms of the Mo-

relli family of Florence, and must
have belonged to a large table ser-
vice. Examples of matching ser-
vices have only rarely survived,
although documents indicate great
numbers were made for both the
domestic and the export markets.
In a receipt dated 1454, the widow
of Don Pedro Buyl, overlord of the
Manises lusterware factories, re-
ceived payment of 6000 gueldos
(roughly equivalent to $80,000)
as a tithe on the potters’ goods
destined for the export market.
These wares leaving Grao, the
port of Valencia, destined for Medi-
terranean markets, generally were
transported by ships of Mallorcan
registry. For this reason, lusterware,
and later all glazed earthenware,
became known as majolica. The
small plate, because of its size, was
probably used primarily for eating,
while the larger plate, called in the
documents a tayador or tallador,
could have been used as a trencher
for carving or a salver for serving
meats or other foods. Large plates
were often used as decoration, either
placed on a credenza or hung on
the wall by the two holes on the
outer rim. These holes, which ap-
pear on the majority of large serv-
ing dishes, may also be explained
by the firing process in which the
plates were hung in a reducing kiln
to avoid marring the glaze by con-
tact with other objects being fired
at the same time. The ivy pattern
rendered completely in copper lus-
ter became an increasing popular
decorative motif toward the end of
the century as potters more literally
imitated the surface sheen of pre-
cious metalwork.



53. TRENCHER

England, London

End of the XVI century

Sycamore wood, H. 7% inches (19.3
cm), W. 614 inches (15.5 cm)

The Royal Ontario Museum, To-
ronto, 930.15.5

In early medieval times, trenchers
were made of large sections of
bread, usually several days old, and
took the place of individual plates.
The bread, according to Le Ména-
gier de Paris, circa 1393, should be
“half a foot wide and four-inches
high, baked four days before.”
Diners filled their trenchers with
food from large platters placed in
the center of the table.

By the end of the fifteenth cen-
tury, however, trenchers, particu-
larly in northern Europe, were more
commonly made of wood and pew-
ter. The first mention of “trenchers
of tree” appears in For to Serve a
Lord of circa 1500. The present ex-
ample of a rectangular trencher has
a small depression in one corner
for salt. It was excavated in London,
and, although probably dating from
the end of the sixteenth century, it
resembles earlier wooden trenchers,
despite the addition of a salt cav-
ity. In the North, pottery plates,
referred to as “trencher plates” or
“plate trenchers,” were not gen-
erally used to eat from until the
late sixteenth and early seventeenth
centuries. Even at this late date,
however, wooden trenchers con-
tinued to be used as well.

54a. KNIFE

England

First half of the XVI century

Iron, with wood and latten handle,
L. 714 inches (18.2 cm)

The Royal Ontario Museum, To-
ronto, 927.28.34

54b. KNIFE

England

First half of the XVI century

Iron, with modern wood and lat-
ten handle, L. 5% inches (14.4 cm)
The Royal Ontario Museum, To-
ronto, 927.28.35

A variety of knives for serving and
eating at the table existed, including
large knives for carving meat, knives
for slicing and shaping the stale
bread that served as trenchers,
and the indispensable eating
knife (which frequently doubled as
a hunting knife), brought to the
table by each individual. Men car-
ried them in a sheath attached to
their belts, while women carried
them in cases suspended from their
girdles. Although the length and
width of the blades of these per-
sonal knives changed considerably
over the course of the centuries,
those of the late Middle Ages were
invariably pointed to allow the
user to spear pieces of food. By the
fifteenth century, very strict rules
of etiquette for the use of knives
had been laid out in such treatises
as John Russell’s Boke of Nurture
and William Caxton’s Noble Boke
of Curtasye.

The two knives here exhibited
are examples of these personal
knives. Although the mounts on the
handle of the smaller one are mod-
ern replacements, both knives are
representative of the extremely
simple and unpretentious types
produced by the cutlers’ company
in England in the late fifteenth and
early sixteenth centuries. In all
these examples, only the maker’s
mark of the cutler appears im-
pressed on the blades and is inlaid
with latten, a variety of brass (miss-
ing in one knife). The manufacture
of knives normally required four
craftsmen: the blacksmith to make
the blade, the hafter who then made
the “haft” or handle, the sheath-
maker who created the case (with
which almost all medieval knives,
no matter how simple, were
equipped), and finally, the cutler,
who assembled the knife and acted
as agent for its sale.




56. SPOON

England, London

1487

Silver, L. 513¢ inches (14.8 cm)
The Metropolitan Museum of Art,
The Cloisters Collection, 55.42.4

Numerous inventories refer to
spoons “slipped on the stalk,” that
is, spoons the stems or handles of
which were simply terminated at
right-angles. A great number of
spoons of this type have survived
and their popularity may well be
explained by the simple and con-
sequently less expensive decoration
of the handles.

This example is considered by
some scholars to be the earliest ex-
tant example of an English slip-top
spoon. On the back of the handle
at the top appear the crowned
leopard’s head, the London hall-
mark for the years 1485 to 1488, the
date letter for the year 1487, and an
illegible maker’s mark.

57a. SPOON

England

Second half of the XV century
Silver, L. 6 inches (15.2 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 5542.2
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55a. KNIFE

England or the Netherlands (?)
First half of the XVI century
Iron, with wood and latten handle,
L. 7% inches (18 cm)

The Royal Ontario Museum, To-
ronto, 927.28.200

55b. KNIFE

England, possibly London

XVI century

Iron, with latten trim, L. 434 inches
(12.1 cm)

The Royal Ontario Museum, To-
ronto, 927.28.196

55C. RNIFE

England, possibly London

XVI century

Iron, with bone and latten handle,
L. 6% inches (16.9 cm)

The Royal Ontario Museum, To-
ronto, 928.17.79

The variety of size and handle de-
sign of late medieval table knives
is much greater than that of spoons.
Knives were the personal property
of each person coming to table,
whereas spoons, when used at all,
were generally provided by the
host. The choice of materials which
could be used to decorate knives
often varied according to class. In
fourteenth-century England, for ex-
ample, such middle-class citizens as

tradesmen and mechanics were
strictly forbidden by law to carry
knives decorated with gold, silver,
or precious stones. A clear division
also existed in the fabrication of
knives. The Goldsmiths’ Company
of London was granted exclusive
rights in the production of table-
ware employing precious metals.
This might well explain the skillful
if unpretentious use of bone on lat-
ten in the handle decoration of
knives produced by the Cutlers’
Company of London during the
fourteenth, fifteenth, and early six-
teenth centuries. The ornamenta-
tion on the handle of the smallest
of these three knives consists of iron
incised with a zigzag pattern which
is inlaid with latten. This deco-
ration may be compared to the
damascened handles which became
popular in the sixteenth century.
The constant sharpening of the
knife with a whetstone, often placed
near the main hall, eventually wore
away the blade. If the handle did
not have any intrinsic value, the
knife was simply discarded. Were it
not for excavations such as those in
Worship Street, London, which pro-
duced one of these examples, hardly
any record of the more ordinary
types of knives would exist.

57b. sPOON
England
Late XV century
Silver (partly gilt), 614 inches (15.6
cm)
The Metropolitan Museum of Art,
The Cloisters Collection, 55.42.9
The first known mention of the
acorn knop appears in a will of
1348, in which one John de Holegh
bequeathed to Thomas Taillour
“12 silver spoons with akernes.”
Later references to such acorn-knop
spoons indicate that the finials were
gilded as were those of other types
of silver spoons of this period.
Maidenhead spoons seem to have
made their appearance in the late



fourteenth century. That some were
intended to represent the Virgin
Mary is revealed in an inventory of
Durham Priory, in 1446, in which
“ij coclearia argentea ai deaurala
unius sectae, cum ymaginibus Bea-
tae Mariae in fine eorundem” (“two
partially gilded silver spoons with
the image of the Holy Mary at their
ends”), and again in a much later
inventory of 1525 in which spoons
“knopped with the image of our
Lady” are mentioned. In the present
example, the Virgin, dressed in the
fashion of the first half of the fif-
teenth century, wears an elaborate
rolled headdress and a dress with a
V-shaped neckline and a raised col-
lar.

These two spoons, although both
probably of provincial workman-
ship since they bear no clearly iden-
tifiable London silver mark, are
good examples of two of the most
{)opular types of spoons in the
ate fourteenth and fifteenth cen-
turies. The other most common
types were the diamond point, the
seal top, and the slip-top (see entry
no. 56).

58. sPooN
France
Circa 1500
Copper, L. 6 inches (15.2 cm)
PhlEdclphia Museum of Art,
George Gray Barnard Collection,
45.25.250

Although late medieval silver
spoons have survived in great num-
bers, they were never in widespread
use, but remained the possessions
only of the wealthy. Because of the
precious nature of their material
and its resistance to corrosion, they
have survived in misleadingly large
numbers. The vast majority of
spoons for the lower and middle
c?asses were made of bone or wood,
and, because of the perishable na-
ture of the materials and the lack
of intrinsic value, relatively few
have survived. Spoons, such as this
example, belong to a third category
comprising those made of various
metals such as pewter, copper, and
latten.

Although considered to have been
made around 1500, this spoon is an
excellent example of a type known
to have been in use by the latter

art of the fourteenth century. The

g-shaped bowl is characteristic of
spoons of this period, but the dia-
mond section OF the extremely long
and slender stem and the pine-cone-
shaped terminal are characteristic
only of the later types made of com-
mon metals.

59. spoonN
Germany
XV century
Mazer wood and silver, L. 5% inches
(14.7 cm)
Collection of Mrs. Leopold Blumka
This spoon is representative in form
and material of a large proportion
of those used in the homes of the
nobility and wealthy merchants of
the late Middle Ages. Although
spoons with bowls of ivory, mother-
of-pearl, or rock crystal and with
mounted silver handles are known,
as well as spoons entirely of silver,
the predominant material for spoons
was wood. (The English word
“spoon” is derived from the German
Span, meaning chip or shavings.)
The burled mazer wood bowl of this
spoon is of the typical broad, round
Gothic shape, curving gently up-
ward from the handle, e silver-
mounted handle takes the unusual
form of a twisted and gnarled
branch (perhaps suggested by the
mazer wood bowl) surmounted by
a stylized acorn finial. Though
acorn finials are not uncommon,
plainer silver handles, often sur-
mounted by arms, are more fre-
quently seen on mazer wood spoons
than the ornate branch form of this
example.
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60. PLATE

Italy, Venice

XVI century

Glass, with enamel decoration, Dia.
1214 inches (3.18 cm)

The Metropolitan Museum of Art,
Bequest of Edward C. Moore,
91.1.1451

Though decorated Venetian glass
was probably never as commonly
used as pottery or pewter for table-
ware, plates such as this one are
clearly not presentation or cere-
monial pieces. As a type, the plate

appears somewhat later in Venetian 1 :
production than does the tazza, Bl Balss
though it is clearly in evidence in Bl agte
Butteri’s painting of a glass furnace Ll Ghpet
of the sixteenth century, and other | ',::',

examples appear earlier. The pontil
mark, the place at which the piece

R

was attached to the iron while being
spun and shaped, shows in the cen-
ter of the plate, and would have
been disguised by enamel decora-
tion, such as that around the rim,
had the object been intended as a
luxury item. It is also possible that
the center was left undecorated to
provide a place for the arms of the
purchaser.

61. TAZZA

Italy, Venice

Late XV or early XVI century
Glass, with enamel decoration, Dia.
9 inches (22.9 cm)

Robert Lehman Collection, New
York

The tazza is a footed bowl that was
used for serving fruit or sweetmeats.
Examples of the type are numerous
and appear frequently in works of
art showing scenes of the table such
as those in the mosaics in the bap-
tistry at Venice and the frescoes at
St. Zeno in Verona. In some cases,
a single tazza served the entire table.
In other instances, as shown in the
St. Zeno fresco, one tazza was placed
between two diners for their exclu-
sive use. The large size of this par-
ticular example suggests that it was
used as a common serving bowl. It
is made of a fine clear glass deco-
rated with points of colored enamel
and gilt. The ribbed portion of the
bowl was mold-blown, and then the
rim and foot were added. Animal
motifs, such as those painted in the
bottom of this bowl, were often used
to decorate this type of tazza. These
motifs are, apparently, purely orna-
mental without any symbolic con-
notations.
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62. PLATE

Portugal

Late XV century

Silver gilt, Dia. 834 inches (22.2 cm)
The Metropolitan Museum of Art,
Rogers Fund, 12.124.1

Deeply embossed scrollwork relief
fills the center of this small plate,
and tiny repoussé figures of late
Gothic wild men and animals amid
foliage appear in a hunting scene



on the rim. The lavish decoration of
this plate is characteristic of a group
of Portuguese plates and vessels of
the fifteenth century, and reflect the
general tendency of this period to-
ward abandoning simple motifs
in favor of more elaborate and
complicated designs. Later Portu-
guese examples generally depict
scenes of a more classical nature
such as the history of Troy. Larger
dishes of this type were intended
to be used as basins made as sets
with equally sumptuous ewers, but
the small size of this example pre-
cludes such a possibility. So small
a plate, called a salva in Portuguese,
would hardly have been intended
for regular service use at the table,
although it might, on special occa-
sions, have served as a dish for a few
choice pieces of fruit.

63. PLATTER

Spain, Manises (Valencia)
1427-1441

Tin-glazed and lustered earthen-
ware, Dia. 1534 inches (40 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 56.171.148
(See color plate no. 1)

This unusually shaped platter is em-
blazoned with the coat of arms of
Blanche of Navarre and her hus-
band, John II of Aragon. The
arms are reversed, however, in-
correctly showing those of Blanche
on the left. Often the craftsmen re-
sponsible for the decoration were
illiterate and ignorant of the laws
of heraldry. These shortcomings,
coupled with limited numbers of
pigments, led to imprecise or incor-
rect renderings of arms and in-
scriptions. Blanche, daughter of
Charles III of Evreux, king of
Navarre, married John II of Aragon
in 1419 and became queen of Na-
varre in 1427. As she died in 1441,
this platter was probably commis-
sioned between 1427 and 1441. The
coloring and fine detail suggest the
earlier years of this period. There
are numerous documents relating to
royal commissions of lusterware
from the Manises factories, the most
notable of which pertain to Maria
of Castile, consort of Alfonso V of
Aragon. In a letter to Don Pedro
Buyl dated 26 November 1454, and
signed by the queen, an entire ser-
vice, itemizing the numbers of meat
dishes, washing basins, porringers,
broth bowls, pitchers, vases, and
other objects, all to be “lustered in-
side and out,” is ordered. A further
letter from the queen to Don Pedro,
dated 21 March 1455, thanks the
overlord for his fulfillment of the
order and requests several addi-
tional pieces. This platter, like
others of its size and quality, could
have been used either for table ser-
vice or decoration.

64. DEEP DISH

Italy, Florence

Circa 1420

Tin-glazed earthenware,
inches (68.6 cm)

The Metropolitan Museum of Art,
Fletcher Fund, 46.85.1

Dia. 27

Early in the fifteenth century, tin-
glazed earthenware in Italy began
to achieve a high level of artistic
quality. The elevation of ordinary
wares to showpieces of skilled design
and execution is first manifested by
examples related to this deep dish.
The present example and others in
the Louvre and the Kunstgewerbe-
museum, Berlin, are among the only
survivors of an early group that de-
rived from the archaic Orvieto style

and is often referred to as the “se-
vere” or “green Florentine” type.
The figural representations were an
innovation independent of the en-
graved sources which became a dom-
inant influence in the later years of
the century; the background orna-
ment is purely Gothic in spirit.
Dishes of this shape, referred to
variously as piattelli grandissimi,
bacili, or conche, were directly influ-
enced by the Valencian brasero or
type of deep dish often used as a
serving platter. The scale of this
example, however, along with its ac-
complished decoration, suggest that
it was intended for display, perhaps
on a credenza in the manner de-
picted in several panel paintings by
Appollonio di Giovanni. 59



65. PAIR OF SERVING KNIVES
Austria, Hall (Tirol)

Attributed to Hans Sumersperger
Late XV or early XVI century
Steel, brass, wood, bone, and moth-
er-of-pearl, L. (each) 171% inches
(44.5 cm)

The Metropolitan Museum of Art,
Rogers Fund, 51.118.2; 51.118.3

These serving knives have been at-
tributed to Hans Sumersperger of
Hall, the knifesmith of Maximilian
I, at whose splendid court the in-
fluence of northern late Gothic and
Italian Renaissance met. This mas-
ter’s name appears in the royal ac-

Italy
XV century
Iron, bronze (partly gilt), and niello,
L. 11V inches (29.2 cm)
Collection of Mrs. Leopold Blumka
An eleventh-century manuscript
now in the Biblioteca dell’Abbazia,
Montecassino, depicts two men at
a table, using two-pronged forks to
assist in carving and eating. This
practice was extremely rare, al-
though a letter written by Peter
Damiano (circa 1070-1072) men-
tions that the Byzantine wife of
the doge of Venice refused to fol-
low the Western custom of eating
with her fingers and insisted that
she be allowed to use a two-
pronged fork. It seems, then, that
the custom of using forks came
from Byzantium, and that it was in-
troduced into Western Europe by
the Venetians. The cookery of the
day, consisting in large part of stews,
called mortrews, pottages, and
broths, really did not require the
use of a fork for eating. The wide-
spread acceptance of the fork as an
eating utensil is definitely post-
medieval. Introduced into France
soon after 1553, when Catherine de’
Medici married the future Henry II,
the fork was only really accepted in
England in the seventeenth century.
Although extremely rarc through-
out the thirteenth century, early
references to forks do exist. A fur-
chetto de cristallo, for example, is
mentioned in an inventory of circa
1300 of Edward I. Fourteenth-cen-
tury references become more fre-
quent, but evidently refer almost
exclusively to small forks for the
purpose of eating fruit, especially
blackberries, which if eaten with the
fingers left them badly stained, or
for serving sweetmeats or ginger.
Exactly when larger forks became
more common cannot be deter-
mined precisely, but they were ini-
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tially intended only to facilitate the
carving or serving of meat as is in-
dicated by the sixteenth-century in-
ventory list which mentions 12
knives and a single fork. Although
the present fork must have been
matched with a knife, it was prob-
ably not a part of a larger set of 12
knives as this combination only be-
came popular later.

handles are inlaid with bone, wal-
nut, and carved mother-of-pearl.
The steel blades are flat and thinly
ground. Although there are no
maker’s marks on either the handles
or the blades, the style, design, and
iconography connect these knives
with other works by Sumersperger.
Both these knives, and a hunting
knife also in the exhibition (see en-
try no. 232), are related to hunting
knife sets of a Burgundian type that
became popular in Maximilian’s
court after his marriage to Mary of
Burgundy. It is possible that these
two serving knives (the broad
tongue-shaped blade of one has been
repaired) were themselves part of a
complete hunting set which would
have included two single-edged
knives of varied size for skinning
and cutting, a more delicate table
knife and fork, and knives for serv-
ing pieces of meat while on the
hunt. The knives exhibited here
could have been used either for the
hunt or the banquet. One knife
would have been used to slice the
meat, the other as a salver to carry
the meat to the trencher or plate.

67. KNIFE

Italy, Venice

XV century

Iron (partly gilt), L. 1214 inches
(31.8 cm)

Collection of Mrs. Leopold Blumka
The greater than average length of
this knife and the particular shape
of the blade suggest that it could
have served either as a hunting or
a table knife. The handle of this
elaborate and finely executed knife
has a terminus in the form of a lion,
an animal which throughout the
Middle Ages was considered the
mightiest and most admirable of
beasts, and whose image became
one of the most frequently used
heraldic devices. For Venice, where
this knife may have been made, the
lion had a special association as it
is the symbol of St. Mark, the patron
saint of the city.

By the late fifteenth and early
sixteenth centuries, the size of knives
brought to table had diminished,
but the tips of the blades remained
pointed, so that pieces of food could
be stabbed and carried from the
dish to the trencher, from which
they were eaten with the fingers.
This rule of etiquette was fre-
quently not observed as the food
was often carried directly to the
mouth on the point of the knife. It
was not, however, this particular
breach of etiquette that lay behind
the change of the shape of the table-
knife blade to the more rounded
form common today, but rather the
equally rude practice of using the
tip of the knife to remove bits of
food from between the teeth. If
tradition can be trusted, it was only



when Cardinal Richelieu was re-
volted by the fact that even so dis-
tinguished a guest as Chancellor
Séguier used his knife as a tooth-
pick, that he ordered all the knives
in his household blunted and the
pointed tip went out of style.

68. AQUAMANILE

The South Netherlands or eastern
France (Lorraine)

Circa 1400

Bronze, H. 1335 inches (33.5 cm)
Robert Lehman Collection, New
York

The washing of hands before and
after dinner was a necessary ritual,
particularly as fingers were fre-
quently used for eating. In a noble
household, the water used for such
occasions was specially prepared,
and in one fifteenth-century manu-
script in the British Museum, a
recipe is given for an aromatic mix-
ture of marjoram or rosemary boiled
with orange rind. Strictly speaking,
aquamanilia are any sort of pour-
ing vessels, either liturgical or secu-
lar, used for the washing of hands,
but as a twelfth-century inventory
of the Mainz Cathedral treasury in-
dicates, they frequently took the
shape of lions, dragons, griffins, or
other marvelous animals of the bes-
tiary. The thirteenth and fourteenth
centuries saw the emergence of other
forms such as a warrior or fal-
coner astride his horse. However, it
was apparently only in the very late
fourteenth or early fifteenth cen-
turies that aquamanilia with narra-
tive decoration appeared. These ves-
sels not only served a utilitarian
function, but also provided enter-
tainment for seated guests and
might therefore be considered the
forerunners of the mechanized figu-
rative table decorations of the early
seventeenth century. The example
exhibited here represents the seduc-
tion and humiliation of Aristotle by
Phyllis, the wife (or mistress) of
Alexander the Great.

69. PLATE

The Netherlands or Germany
(Lower Rhine)

Third quarter of the XV century
Brass, Dia. 17 inches (43.1 cm)
The Metropolitan Museum of Art,
The Irwin Untermyer Collection
64.101.1501

According to some scholars, Dinant
was the only French-speaking town
of the Lowlands to join the Ger-
man Hansa as a selling agent and a
guarantor of the delivery of copper
(the major component of both
bronze and brass) imported from
northern Germany via Cologne and
Aachen. Already the center of a
flourishing  metalworking  trade,
Dinant became the principal center
for the production of plates such as
this one. Its distinct position is evi-

dent in the generic name “dinan-
derie,” which came to be associated
with metalwork of this sort. Dinant’s
primacy in the trade continued un-
til the city was sacked by the duke
of Burgundy in 1466.

Although dinanderie plates were
in enormous demand in the second
half of the fifteenth century, the
traditional, painstaking method of
brass beating was not to be replaced
by the easier process of casting until
the sixteenth century. The need for
mass production led to a decline in
quality. Certain motifs, like the
seated woman holding a coronet of

flowers on this plate, were repeated
almost without variation. The en-
circling motifs did, however, become
more complex. In this example, the
petallike shapes alternate with ad-
dorsed flowers flanking tiny bears
seated on poles, each grasping one
of its hind paws.

Although dinanderie plates were
undoubtedly proudly displayed on
sideboards (and sometimes used in
the liturgy), the worn and battered
condition of many of them indicates
that they might also have served as
chargers on which the food was
brought to the table. 61
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HEALTH AND CLEANLINESS

As in the discussion of any aspect of the medieval household, it is difficult
to make generalizations concerning the habits of personal hygiene; research
indicates, however, that they were of a surprisingly high standard. Great
differences, of course, existed between the noble and peasant classes, and
practices varied from region to region, depending upon climate, cultural
background, and the degree of development of local civic codes of sanitation.
Spain and Portugal, for example, not only had highly advanced systems
of water delivery and civic sanitation but also had a high standard of per-
sonal cleanliness, largely as a result of Moslem influence.

Bathing was a universally practised form of personal hygiene. The lord
or lady of a large household generally bathed in the privacy of their own
chambers, seated on a stool in a large tub filled with aromatic waters, some-
times surrounded by a curtain. The remaining members of the household
were often provided with a communal bathing area in the vicinity of the
kitchen, from which hot water could easily be transported. The majority of
people, however, were obliged to use public baths, a perpetuation of an
ancient tradition which enjoyed greater popularity in the Mediterranean
countries than in the north. But to judge from contemporary illuminations,
public baths had become a widespread and established custom by the
Middle Ages. Although men and women are occasionally depicted bathing
nude together and engaging in licentious frolic, generally in communal
bathing, to maintain decorum and modesty, the women wore chemises and
the men underdrawers.

Bed chambers were frequently supplied with wash basins and water
tanks. The soap used in personal cleansing was of two basic varieties. For
the less privileged, the same type of soft soap used for washing clothes had
to suffice. This was an unpleasant mixture of animal fat, wood ash or potash,
and natural soda. Wealthier people enjoyed hard soaps which were made
of olive oil, soda, and lime with aromatic herbs added to impart a pleasant
scent.

Men in the late Middle Ages were customarily clean-shaven. For those
who could not afford the services of a professional barber, shaving must
have been a painful process because of the lack of high quality soap and
tempered steel razors. Daily care of the teeth also existed. Although some
possessed toothbrushes, picking between the teeth with a pointed instrument,
rubbing them with a green hazel twig, and then wiping them with a woolen
cloth was the normal method of cleaning.

Even people of high rank had to contend with vermin of all types. The
Goodman of Paris suggests to his young wife that the only way to rid cloth
of them was to regularly hang it outside to air in the sun. For those fabrics
that could be washed, soap and water usually sufficed, although fuller’s
earth, lye, and other substances were used when mote drastic measures were
required.

It is a well-known fact that the medieval diet was generally poorly bal-
anced and both the peasant and the nobleman consumed mostly foods of
high starch content. Concepts of nutrition were simply not well under-
stood. Fresh fruits and vegetables were, as an example, widely thought
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The removal of lice and fleas, woodcut in the Hortus Sanitatis (The
Noble Lyfe & Natures of Man of Bestes Serpentys Fowles & Fishes),
Antwerp, ca. 1521. (Courtesy of Bernard Quaritch, Ltd., London)

dangerous to eat. The resulting deficiencies of vitamins A and C account,
respectively, for the frequent occurrence of blindness and scurvy. House-
hold medical texts, generally of Arabic origin, such as the Tacuinum
Sanitatis, recorded dietary remedies for many common diseases. While
known at an earlier date, it was only toward the end of the Middle Ages,
with the increased awareness of their value, that these texts were widely

copied and circulated.
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70. TURRET LAVER

Western Europe (probably
many)

Circa 1400

Bronze, H. 21 inches (53.3 cm),
Dia. (at base) 574 inches (14.9 cm)
The Metropolitan Museum of Art,
The Cloisters Collection,
47.101.56 a,b

A stationary laver such as this one
would usually have been set in a
niche in the main living area of the
house. Together with a basin and
a towel, it was used for wash-
ing hands before and after dinner.
There was a distinct etiquette re-
quired in hand washing, as is clear
from Bartholomew Anglicus’ words
from De Proprietatibus Rerum in
the section on “Dyner and Fes-
tynge.” Anglicus observes that
“Guestes ben sette with the lorde
in the chefe place of the borde, and
they sitte not down at the borde
before the guestes washe theyr
handes.” The lord’s hands, how-
ever, were washed at table after the
water had been “assayed,” or tested
for purity. This required a very
different type of vessel equipped
with a handle for pouring. The
fact that water could be drawn from

Ger-

a turret laver without the assistance

of an attendant meant that it was
frequently used in the bedcham-
bers of more modest homes. An
example of this can be found in a
painting by an upper Rhenish mas-
ter of about 1420, Joseph Reassured
by the Angel, now in the Musée de
I'Ocuvre Notre-Dame, Strasbourg.

71. LAVER

The Netherlands

Circa 1440

Bronze, H. 514 inches (13.4 cm), L.
11Y4 inches (28.6 cm)

Collection of Harry Bober

As with almost all medieval vessels
intended for the washing of hands,
lavers of this type were used for
liturgical as well as domestic pur-
poses. In the ritual washing of the
priests’ hands, one of the spouts
was used before the mass and the
other afterward. No such ceremonial
use of the two spouts would have
been observed in domestic usage.
Lavers of this type were suspended
by a swivel handle from either a
hook or a chain so that water could
be poured out of either spout into
the basin below. A number of lavers
of this type are still in existence,
most of which not only have female
heads at the point where the swivel
handle is joined to the main vessel,
but also have spouts in the form of
animal heads. The installation of
these lavers in the domestic in-
terior can be seen in many paint-
ings of the period, including the
Annunciation panel of the Ghent
Altarpiece by Jan van Eyck (in
which the laver is provided with
a lid) and the central panel of the
Merode Altarpiece of about 1425 by
Robert Campin (in which the ves-
sel without a lid is hung in a niche
by a chain). The present example
closely resembles the one in the
Campin altarpiece.

72. WATER TANK

Southern Germany

Circa 1530

Pewter, with cast-iron hanging bar
and spigots, H. 15 inches (38 cm)
The Detroit Institute of Arts, Sarah
Bacon Hill Fund, 48.378

In the 1353 inventory of the silver
of the kings of France, mention is
made of several large fountains en
guise d’un chastel made of silver,



enamel, and crystal, with little
sergens d’armes standing guard in
the towers. Though these fountains
were obviously of a much more
elaborate nature than the present
example, there is no doubt that this
pewter version is of a similar type.
The size and lack of legs of the
lavabo indicate that it must have
been mounted on a wall or in a
niche by means of the iron crossbar
attached to its back. It could be
filled by lifting off the roof and tur-
rets. As many as three persons could
have washed their hands at the same
time from the three faucets which
issue from lions’ heads at the bot-
tom of the vessel. This suggests that
the original installation of this water
tank would not have been in a bed-
chamber but in the main hall of a
large establishment.

73. PLATE

The South Netherlands, Dinant or
Malines

Circa 1480

Copper, Dia. 20 inches (50.8 cm)
The Metropolitan Museum of Art,
The Irwin Untermyer Collection,
64.101.1499

The scene on this copper plate is
usually thought to represent Aris-
totle being ridden by Phyllis, but
it may be more accurately identified
as a depiction of the tyrannical rule
of a woman.

Spinning has throughout the ages
been considered the work of
women. Although by the time this
plate was made, a relatively sophis-
ticated type of spinning wheel had
been developed, as seen in an il-
lustration in Das Mittelalterliche
Hausbuch of about 1480. The object
to the left in this plate represents
the method of spinning wool by
hand from a fixed distaff (which had
the advantage of leaving both hands
free, one to rotate the $pindle and
the other to draw out the fibers).
The yarn spun onto the spindle,
however, could not be slipped oft
but had to be wound off with a
cross-reel such as that held by the
man on this plate. The fact that
a man could be reduced to hank
winding would alone have been
considered quite amusing, but that
he has been reduced to a most
embarrassing position, and is in
the process of being beaten—pos-
sibly for not performing correctly
even this simplest of tasks—can
only be viewed as a domestic satire,
quite different from the story of
Phyllis and Aristotle. The motif of
the wife astride her husband, how-
ever, was probably derived from
it. A plate of this size and depth
could have served either as a
charger on which to carry large
portions of food to the table, or
as a basin into which water could
be poured.
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74. BASIN

Spain, Manises (Valencia)

Circa 1440

Tin-glazed and lustered earthen-
ware, Dia. 18344 inches (47.6 cm)
The Metropolitan Museum of Art,
The Cloisters Collection, 56.171.15¢
Deep basins of this type were com-
mon in affluent houses of the late
fifteenth century and probably can
be identified with the term bacin
which appears in a number of docu-
ments. One household is recorded
owning 130 bowls and basins of vari-
ous sorts, while another, in Barce-
lona, is described as having six lus-
terware bowls hanging on the wall.
The depth of this basin and the
wide brim designed for easy carrying
would indicate that it was filled
with water and was used for wash-
ing the hands and face. This may
well be the type described in the
inventories of King René, duke of
Anjou, for the years 1471-1472, as
“a large plate of Valencia, tin-
enameled with golden foliage,”
which was kept in his private
quarters. The crowns around the
brim of the basin may reflect the
owner’s rank, while the I and M in
the center are probably the holy
initials of Jesus and Mary. The sub-
tlety of the design is revealed in the
undersides of the crowns which are
painted on the inner wall of the
basin giving them an illusion of
three-dimensionality.
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75. DRUG OR HERB JAR

Italy, Florence

Circa 1420

Tin-glazed earthenware, H. 814
inches (20.9 cm)

The Metropolitan Museum of Art,
Fletcher Fund, 46.85.7

From 1400 on, finely turned and
decorated glazed earthenwares have
been associated with Florence. It
is unlikely, however, that the ear-
lier of these wares were actually
made within the city walls, but
rather in outlying Tuscan towns
such as Montelupo, situated in the
Arno Valley between Florence and
Pisa. Unlike the earlier Italian
earthenwares, the so-called Floren-
tine vessels initiated the use of an
all-over white to gray tin-enamel
glaze slip, against which the painted
decoration was highlighted. For the
first several decades of the fifteenth
century, the palette was generally
limited to tones of pale green, man-
ganese purple (used primarily as an
outline color) and, less frequently,
cobalt blue. This particular example
bears a coat of arms that has tenta-
tively been identified as that of the
Guida family of Siena or the Della
Marchina family of Faenza. As with
Spanish lusterware, the limitations
of the palette rendered precise tinc-
tures impossible, consequently, the
heraldic devices are not easily iden-
tified. The vessel, made for a private
individual, was probably used as a
household storage jar for dried
herbs, medicinal compounds, or
other such substances.



76. TACUINUM SANITATIS

Italy (Lombardy)

Circa 1475

Manuscript on paper (codex), 109

folios, H. 15% inches (40 cm), W.

11 inches (28 cm)

The New York Public Library,

Spencer Collection, Ms. 65

(See color plate no. 2)
Beer is cold in the first and
dry in the second degree. The
best is that which is well
boiled in a wvessel of glass.
When drunk hot it helps the
gall. When cold it harms the
insides. To remove the harm,
drink it with rock sugar.

This is the type of household rem-

edy found in the Tacuinum Sani-

tatis, a manual of health, written

originally in Baghdad by a Chris-

77. HERBARIUS ZU TEUTSCH
Published by Johann Schdénsperger
Germany, Augsburg

10 May 1496

Incunabulum on paper, H. 1014
inches (26.7 cm), W. 714 inches (18.4
cm)

The Metropolitan Museum of Art,
Whittelsey Fund, 47.7.25

The Herbarius zu Teutsch, com-
monly known as the Gart der Ge-
sundheit (“The Garden of Health”),
was a notable medieval medical
book that appeared in numerous
editions. In the prologue, the un-
known author refers to it as “Thou
noble and beautiful garden, Thou
delight of the healthy, Thou com-
fort and life of the sick.” The pro-
logue also indicates that the author
and his illustrator traveled exten-
sively to find examples of rare herbs.
The book includes the following
categories of agencies: ‘vegetal,”
“animal,” “mineral,” and “natural.”
In addition to the whole of pharma-
ceutical knowledge of the day, it
contains about 400 illustrations of
herbs, animals, and other items use-
ful for the practice of medicine. The
frontispiece, which varies in other
editions, shows three doctors in an
apothecary shop. Scales and other
necessary equipment are shown, as
well as shelves full of apothecary
jars with symbols resembling he-
raldic devices which perhaps identi-
fied their contents.

By around 1500, medieval herbals
appear in various languages, but
almost all of the information they
contain derives from the herbal of
the Greek author, Dioscorides, writ-
ten in the first century a.n. The
Gart der Gesundheit, however, dis-
cusses subjects other than herbs,
such as the use of unicorn horns
(usually the misidentified horn of a
narwhal) and cures produced from
other animal and mineral sources.

tian physican known as Ibn Bitlan
in the eleventh century. With the
importation of Arab medicine to
the West in the twelfth century,
the Tacuinum was translated into
Latin and then into the vernacular.
This example is in Lombard dia-
lect. It contains tables of dietetics,
hygiene, and domestic medicine.
Included are lists of herbs and their
medicinal properties, foods that are
helpful in various types of physical
distress, and therapeutic cures such
as mineral baths. In addition to
the beer remedy given on folio
88 v, Ibn Bitlan explains the
making of a distilled drink from
chicken broth, cordials, and quince
juice that is good for fever, and
continues by describing the prepara-
tion and general usage of gruel
made of barley and spelt. The au-
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thor also discusses the healthful
properties of foods and their prepa-
ration: hard cheese is good for the
flux, soft cheese is best made with
warm milk, and purple grapes are
good for whooping cough. Each sec-
tion of the text is accompanied by
a scene illustrating the gathering
and preparation of the food or rem-
edies—a summary of daily needs and
life in a fifteenth-century rural com-
munity.
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Company of court ladies, illumi-
nated page in Le livre des trois
vertus by Christine de Pisan, France,
XV century (Beinicke Rare Book
and Manuscript Library, Yale Uni-
versity, Ms. 427).

By the end of the fourteenth cen-
tury, the Eastern houppelande had
evolved, in women’s wear, to a full-
skirted dress with a low, wide neck-
line. The hair was hidden beneath
a hennin.

Portrait of a Young Woman, tem-
pera on panel by Antonio Pollaiu-
olo, Italy, ca. 1455-1490 (Museo
Poldi-Pezzoli, Milan).

Italian women during the fifteenth
century did not adopt the hennin
favored at that time in the North.
Instead, the hair itself was woven in
an elaborate arrangement resem-
bling a headdress.
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II
EUROPEAN DRESS

Medieval life had one enormous and seldom recognized advantage. Eu-
rope’s climate was warm despite the cold of wattle and daub huts, or of stone
castles with smoky fires. In the lifetime of Elizabeth I's grandfather, Henry
VII (1457-1509), there were seven consecutive winters without a freeze; it
was assumed that winter had gone for good. This temperate weather lasted
until late in the sixteenth century.

Position, and the recognition of it, were all important in European so-
ciety. The knight’s crest which he carried on his surcoat was worn “‘parted”
(halved) on the garments of his wife and their retainers, i.e., his wife’s
father’s arms appearing on the right, his own on the left. By the late four-
teenth century, the bourgeoisie had begun to compete with the nobility
both in luxury, which sumptuary laws failed to control, and in the upper-
class custom of wearing coats of arms. They, too, wore parti-color until the
armigerous nobles gave up this fashion, and mi-parti was reduced to serv-
ants’ wear. Whether out of regard for social position or out of affection,
powertful people were referred to by the badges, emblems, and mottos that
were embroidered on their garments and furnishings, and hung as pen-
dants from the chains worn about their necks. The son of King Edward III
of England was known as the Black Prince because of the colors of his coat
of arms.

Garments were relatively simple and unfitted in the first half of the
fourteenth century. Bateau necklines might be covered by short, hooded
capes; long, hooded overgarments and the poncholike tabard cloaks were
slit to allow mobility of the arms.

Unsophisticated fabrics, woven by women and often locally produced,
were enriched by braids which were used as edgings or belts. The sleeve
of a kirtle, the long, closely fitting undergarment worn by ladies, and the
linings of outer garments as well, provided additional color to be seen at
the slits and hems. Long popular with royalty, sleeveless surcoats, with
deeply cut-out armholes and edges trimmed with fur or braid, also allowed
the contrasting color of undergarments to show. Narrow-sleeved outer gar-
ments had lined pendant “liripipes,” starting at the elbows, and tippets.
The edges of these tippets and also of wide sleeves might be slashed or
“dagged” at regular intervals for additional interest.

The liripipe ends of dagged hoods worn wrapped around the head be-
came the “chaperon” turban. Travelers, hunters, and especially pilgrims
wore duck-billed hats, turned up in back. High, conical hats were often
worn over close-fitting caps or “‘coifs.” By the end of the fourteenth century,
coifs and fur lappets were outmoded in fashionable dress and became the
traditional headgear of lawyers.

Garments were adorned with lines of buttons, pins, or ornaments, and
precious girdles, to which were attached aumdniéres, the purses worn by
ladies which, as the name suggests, derived originally from alms bags, and
gibeciéres or men’s pouches, misericorde daggers, or the knife one needed
for eating. Shoes were often ankle-high and embroidered; soles might be
sewed to tights and wood pattens worn over them for protection out of
doors.

With the advent of a wider variety of elastic materials which were used
to make better fitting tights, men’s outer garments became short. Belts be-
came wider, lost their pendants of precious stones and metals, and were
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worn lower, especially on a new garment introduced in the second half of
the fourteenth century. This garment, the “houppelande” robe, was worn
by both sexes. It was originally an Eastern garment, brought back by the
crusaders, and often made of brocade, which was produced in Italy by the
late fourteenth century. The houppelande had long, fur-lined, funnel-
shaped, or “bag” sleeves, and its great trailing length was laid in careful
cartridge pleats secured under a belt. This garment, when eventually short-
ened to the crotch for men’s wear, was worn with tights, often accompanied
by high boots. Poulaines, shoes with exaggeratedly long toes whkich were
sometimes chained to the belt, came into fashion at this time. Cloaks largely
disappeared with the advent of the houppelande, which is the ancestor both
of the coat and of today’s shirtwaist dress. Toward the end of the fourteenth
century, the belt of the houppelande became narrower, less lavishly dec-
orated and, in female attire, was worn higher on the rib cage. In women’s
wear, the houppelande in its final stages developed into a full-skirted dress,
so long that it had to be held clutched up, with a fitted bodice which had
a lowered and widened neck opening. Because of the bared neck, necklaces
became more important as fashion accessories, and were designed with lacy
and elaborate decoration.

Men’s hair was first rolled at the neck, then bowlcut, and finally length-
ened to the shoulders. Women’s hair first was spiraled in braids at the
ears, was then banded with wimples and caught in “crispine” nets and,
finally, was covered by horned headdresses and towering hennins with pen-
dant veils, which allowed no hair to show at all. The tall, sugar-loaf, felt
hats worn by men echoed this female style.

In Italy, where hair had always been superbly cared for, these head-
dresses were not worn. The hair itself was manipulated into equally elab-
orate headdresses, especially in north Italy where it eventually loosened into
locks. Chaplets and roundels of rich fabrics or metals were sometimes used,
both on the hair and as necklaces; these might also be cords with a pendant
of corals or pearls. Belts in Italy were neither stressed nor made of precious
materials. The male Italian body was not overwhelmed nor was it deformed,
as was the Franco-Flemish male with padded “mahoitre” shoulders. Italian
men’s caps were small, even tiny in comparison with those of the North.
As Germany was, in the Middle Ages, less hygienic than most countries,
Italy was the most fastidious—consequently, gloves and handkerchiefs first
appeared there.

The costume of the peasant in all of Europe was the same. The women
covered their heads, often with linen headcloths; they wore kirtles, full
skirts, often hiked up, aprons, and sensible shoes, if not bare feet. Working
men wore shirts and drawers, doublet and hose, and sock-boots, sometimes
without hose, and hose sometimes without heels or toes.

French fashion led that of England, while Germany, Italy, and Spain
developed regional styles which, in turn, would affect the dress of all Europe.
Late in the fourteenth century, to the German modes of slitting and dag-
ging were added the slope-shouldered extravagances of the Franco-Flemish
courts—brocade on brocade, and cuffs extended to reach over the hands in
a last appearance of the ancient Roman notion of the elegance of uselessness.

Men’s collars mounted to the ears while women’s necklines widened and
were lowered to the edge of the highest and widest possible belt. Outer
seams of sleeves were left open, pendant sleeves were split or the bottom
of the armhole’s connection with the bodice was left open to show the under
linen. Sleeves were made separately and were interchangeable. The shirt
increased in importance with both pleating and embroidery as Italianate
wide V-openings, laced across, permitted it to show beneath men’s doublets
and women’s bodices.



In the late fifteenth century, the sedate look of the Flemish Hausfrau
affected women’s dress, while that of men remained dandified and extrav-
agant. This change is clearly evident in one of the greatest fashion illustra-
tions of all time, the Harlean Roman de la rose in the British Museum.
As this manuscript illumination shows, women’s heads were now enclosed
in turbans or in dark hoods with long velvet lappets, which tended to be
turned up. In Flemish regions, these hoods were typically gauzy and white.

Self-portrait, oil on panel by Al-
brecht Diirer, Germany, 1498 (Mu-
seo del Prado, Madrid).

During the fifteenth century, deli-
cately pleated and embroidered
shirts became increasingly popular.

In Cranach’s Germany, on the other hand, women wore immensely wide,
plumed hats, set over jeweled cauls, with many massive necklaces and chains
above elaborately embroidered fronts. The skirt’s fullness was placed at the
back, its train caught up at the hipline with emphasized belts of goldsmith’s
work, carrying chained pomander pendants. Fur pieces were given gold
claws and jeweled snouts.

The Black Death, which had devastated Europe in the middle of the
fourteenth century, provided increased leverage for the reduced number
of workmen. Middle-class people could now afford the new inventions of
the fifteenth century in their houses. Flues were invented so that coal could
be used for heating, and domestic architectural improvements included case-
ment windows replacing wood or parchment shutters. Italy, with increasingly
hot summers and colder winters, lost the advantage of its three comfortable
seasons. With the new methods of domestic heating, Italy suffered a further
deprivation, for England and the countries of the Continent were nearer
the coal mines. All these changes affected styles of dress.

Such engravings as Israhel van Meckenem’s Feast of Herodias and Master
M.Z.’s Dancing Party show the influential transitional dress of south Ger-
many and the Netherlands at the turn of the fifteenth to sixteenth century.
Men’s garments widened at the shoulders and gained lapel collars. Short,
full capes appeared, and the dress of both sexes showed diagonal closings.
Elaborate puffings and slashings on both men’s and women’s sleeves fore-
told the advent of padding which would eventually transform the male
torso into the “peascod belly” shape.
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Dancing Party, engraving by the Master M.Z., Munich, 1500 (Rosenwald Collection,
National Gallery of Art, Washington, D.C).

Clothing styles at the beginning of the sixteenth century in the Netherlands and southern
Germany were influential in the formation of later styles. Short capes appeared for men,
and the sleeves of garments for both men and women were elaborately slashed and puffed.

Decoration at the tops of tights foretold their eventual division into
upper-and nether- stocks (i.e., breeches), much slashed and puffed, and stock-
ings fastened together. As jackets shortened and tights improved, codpieces
replaced underdrawers. Cords replaced chains as fastenings and the tips of
“aiglette” ties were often made of precious materials. Hooks and eyes were
invented, and the new plain undecorated pin was proudly used by women
on headdresses or to lap a bodice. Sheer Flemish hoods revealed insect-
headed pins.

The greatest new luxury of the mid-sixteenth century was the watch. Its
immediate popularity is attested by the watches shown in portraits of the
period. Everyone now carried gloves as a mark of elegance. Square-toed
backless slippers widened, then became narrower and slashed, as they again
enclosed the foot. Men’s hair was cut short. Moustaches and great square
beards appeared and were most elaborate in Germany. Plumed hats with
wide, nicked brims for men replaced felt caps, square birettas, and bonnets.
The latter types, like those worn by Sir Thomas More’s family in Holbein’s
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Sir Thomas More and His Family, drawing by Hans Holbein the Younger, 1500-1550
(Kupferstichkabinett der Offentliche Kunstsammlung, Kunstmuseum, Basel).

During the first half of the sixteenth century, the sober garments of men included square
birettas. These can still be seen in the twentieth century in religious, academic, and
legal costume. The English gable hood worn by mature women was in vogue until the
mid-sixteenth century.

drawing, became traditional wear for the elderly and dignified. They re-
main with us still in religious, legal, and academic costume.

In the Banquet of Herodias (Museo de Arte de Cataluiia, Barcelona), we
are shown, in the mid-sixteenth century, the beginnings of the rigid mascu-
line styles worn by Elizabethan women: a skirt, stiffened by hoops, which
would become the farthingale, a very long V-opening with padded edges
which would form the stomacher, slight padding separating shoulder and
sleeve-top which would turn into the “piccadill.” Nether- and upper-stocks
and padding afforded the protection against cold that tights and the short
coat had failed to provide. This was to be the padded, upholstered rigidity
of silhouette that would mark the dress of the next era, for Europe was
turning colder.

Millia Davenport

New City, New York
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ITEMS OF COSTUME AND COSTUME ACCESSORIES

Olivier de la Marche, historian for the luxury loving court of Burgundy
in the late fifteenth century, wrote a poem in which he described what the
noble lady’s costume should be. He mentions a number of costume acces-
sories, including a purse, a small knife, a second belt for her pater noster,
a collar, and gloves. The inventory for the trousseau of Mary of Bur-
gundy, daughter of John the Fearless, mentions a variety of costumes and
accessories. Documents such as these, in addition to works of art of the
late medieval period, provide a wealth of information on costume acces-
sories, and help to supplement the few remains of actual pieces that have
come down to us. One has only to examine these documents to learn how
extraordinarily varied and lavish the costume accessories of this period were
for both men and women. Jeweled belts, pearled hair nets, filigreed buttons,
feathered headdresses, silk veils, and furs all adorned the ladies of the
fifteenth century. Each of these accessories was modified in design from the
fourteenth to the fifteenth century—some becoming more accentuated and
others less so as fashion changed. The belt shows a marked development
during this period. The long and elaborately ornamented type of the four-
teenth century, the end of which hung almost to the feet of the wearer, is
modified in the fifteenth century for both men and women to a shorter
type, fastened with a buckle, and the loose end looped over the belt or girdle.
This was further modified in women'’s fashions later in the century, becom-
ing a narrow, unornamented band worn high under the bust to display the
newly adopted wide-skirted gown favored in Italy. The demi-ceint belt,
described by L.a Marche, was fastened low in front with a chain. He also
mentions a hook on the belt from which could be suspended the lady’s purse
and a small dagger or aumoniére and other accessories. Because pockets were
unknown in the Middle Ages, both men and women used belt hooks for
carrying all manner of personal articles including money purses, keys, weap-
ons, or even Bibles enclosed in leather cases. The sword belt, a second belt
worn by men, was worn lower on the hips than the costume belt.

The accessories of the poorer classes were no more elaborate than their
costumes. Although knives, tinder-boxes, or other implements were sus-
pended from peasants’ belts, they were all of a purely utilitarian nature.
Fashion clearly distinguished the upper from the lower classes and the rich
from the poor.



78a. cap

England

XVI century

Wool, Dia. 8 inches (20.3 cm)

The Metropolitan Museum of Art,
The Costume Institute, Bashford
Dean Memorial Purchase, 56.63.15

78b. car

England

XVI century

Wool, Dia. 9 inches (22.9 cm)
The Metropolitan Museum of Art,
The Costume Institute, Bashford
Dean Memorial Purchase, 56.63.14
Although both these caps were ex-
cavated in London and are presum-
ably English, similar ones were
worn in other parts of Europe. The
basic form of the two ordinary caps
shown here was not limited to any
single class. Both the wealthy and
the poor adopted a general fashion
in headgear; it was the cost of ma-
terial that indicated the class dis-
tinctions so integral a part of the
late medieval period.

The cap with earflaps is close in
style to those seen on peasant fig-
ures in tapestries woven in France
and Flanders around 1500, but the
type is also seen in a contemporary
miniature portrait of King Charles
VIII of France. The second type,
the circular cap, was first seen in
England in the early sixteenth cen-
tury during the reign of Henry VIII.
Associated with the London work-
ing classes, these caps were known
as ‘“city flap caps” and “statute
caps,” undoubtedly because of a
later Tudor statute, issued to pro-
mote home manufacture, ordering
men and boys over the age of six
to wear such hats of “wool, knit
thick and dressed in England.”
Similar hats, though of richer mate-
rials and often trimmed with fur,
feathers, and jewels, are also seen in
early sixteenth-century portraits of
aristocrats and wealthy members of
the bourgeoisie.

79a. POINTED SHOE (poulaine)
England

XV century

Leather, L. 1214 inches (30.8 cm)
The Metropolitan Museum of Art,
The Costume Institute, Bashford
Dean Memorial Purchase, 56.63.33

79b. SANDAL

England

XV Century

Leather, with bronze buckles, L.
101 inches (26.7 cm)

The Metropolitan Museum of Art,
The Costume Institute, Bashford
Dean Memorial Purchase, 56.63.30
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79c. SHOE

England

Early XVI century

Leather, L. 91 inches (24.1 cm)
The Metropolitan Museum of Art,
The Costume Institute, Bashford
Dean Memorial Purchase, 56.63.3
Footgear in the late medieval period
varied greatly according to the
classes of society and the changes of
fashion.

The three types of shoes shown
here were common types and
frequently appear in medieval
painting. The long, pointed-toe
poulaine, of French origin and es-
pecially favored by young men, has
a laced opening at the side. This
particular  style was especially
frowned upon by the clergy who
complained that such shoes impeded
the wearer from kneeling to pray.
The sandal was a house shoe, meant
to be slipped on for use indoors.
The clog is a variant of the sandal,
made of wood with leather straps
that could be slipped over the pou-
laine for walking 1n the street, with
a high sole that protected the
foot against mud and weather. The
eminently more practical and com-
fortable broad spade-shaped shoe
abruptly succeeded the poulaine to-
ward the end of the fifteenth cen-
tury. It was thought that this style
was introduced by Charles VII of
France who supposedly had six toes
on one foot. While the origins of
this type of shoe are conjectural,
changes in fashion were frequently
the result of royal taste.

Materials used in making footgear
in the Middle Ages ranged from
wood or stout leather used for the
clogs and shoes of the middle class
and the peasants to the costly tex-
tiles embroidered with gold thread
and pearls used for the slippers of
the rich. Canvas bound about the
feet and legs with rawhide thongs,
a type of footgear known as “bag
shoes,” was not uncommon among
the rural peasantry. The shoe-
makers’ guild in Paris in the thir-
teenth century was divided into two
groups, one making leather shoes
for common people and the other
fashioning the elaborate footgear
for the wealthy. With the introduc-
tion of the highly valued Cordovan
leather from Spain in the fourteenth
century, a special group of the guild
was granted exclusive rights to” pro-
duce shoes made only from these
imported hides. Cordovan leather
shoes were often enriched with
painting, gilding, and fur lining.
The spade-shaped shoe exhibited
here was excavated in the area of
Guild Hall, London, which was, dur-
ing the Middle Ages, the district of
the shoemakers’ and tanners’ guilds.
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80. AGRAFFE

France, Burgundy

First half of the XV century
Silver, silver gilt, and translucent
enamel, H. 215 inches (6.4 cm), W.
5 inches (12.7 cm)

Collection of Mrs. Ernest Brummer
The word agraffe appears in medi-
eval French inventories and expense
accounts to describe a type of clasp
comprised of two interlocking pieces
and used to close garments at the
neck or to fasten belts. Each half
was sewn or, in the case of the
heavier types, riveted to the mate-
rial of the garment or belt. Gener-
ally made of metal openwork, the
agraffe was hooked or clasped to-
gether. The more sophisticated slip-
bolt mechanism and the use of

translucent enamel distinguish this
example from the more ordinary
types. The translucent enamel was
applied in thin layers over an in-
cised metal base, usually silver, as
gold tended to distort the colors of
the clear enamel. In the fourteenth
century, Paris was the center of this
enamel technique but Italy, and
later Burgundy and Germany, also
produced comparable work. While
it is difficult to ascertain the precise
origin of this clasp, the enameled
birds that decorate it recall the four-
teenth-century sketchbooks of Gio-
vannino dei Grassi and Pisanello,
which frequently influenced works
of the International Gothic Style
in the North, particularly in Bur-
gundy.



8la. BROOCH

France (?)

XIII or XIV century

Brass, Dia. 196 inches (4 cm)

The Metropolitan Museum of Art,
Bashford Dean Memorial Collection,
29.158.872

81b. BROOCH
France (?)
XIII or XIV century
Brass, Dia. 11346 inches (4.3 cm)
The Metropolitan Museum of Art,
Bashford Dean Memorial Collection,
29.158.831
Together with the belt, the clasp
was a most essential accessory to the
loose gown worn before the middle
of the fourteenth century. Brooches
like these two were used to close the
slit at the neck of a gown, at the
time before buttons were widely in
use. One of them (its tongue is miss-
ing) is stamped with a decorative
pattern of fleurs-de-lys, which sug-
gests a French origin: the fleur-de-
lys was the heraldic emblem of the
kings of France. However, the fleur-
de-lys was also understood as a styli-
zation of the lily, a flower specially
connected with the Virgin Mary.
Therefore, any devotee of the Vir-
gin in any country might have worn
a clasp decorated in this way. The
other clasp bears a stamped inscrip-
tion that too refers to the Virgin,
addressing her in Latin by two of
her more usual titles: AVE.REGINA.-
CELORVM.AVE.DO  (MINA)  (“Hail,
Queen of Heavens; Hail, O Lady”).
In the thirteenth century, these
clasps were worn by men and wom-
en alike, because clothes, such as
loose smocks and wide capes used
as cloaks, were practically identi-
cal, even interchangeable, for both
sexes. A knight-errant on arriving at
a castle in bad weather could by nor-
mal practice be given dry clothes by
the lady of the house, her own, if
they fitted him better than those of
her husband. In the middle of the
fourteenth century, the develop-
ment of the crossbow made it nec-
essary for knights to change from
their loosely fitting mail shirts to
tightly fitting plate armor, and from
then on men’s clothes became dif-
ferent: much shorter, and so tight
that they could no longer be pulled
over the head but had to be but-
toned in front, as is the case to the
present day.

82. GIRDLE

Italy, Siena

Late XIV century

Silver gilt and translucent enamel,
L. 90% inches (239 cm)

The Cleveland Museum of Art, Gift
of the John Huntington Art and
Polytechnic Trust, 51.30

Ceremonial robes tended to change
in style less rapidly than did ordi-
nary clothing. A fresco of King Ed-
ward II of England from the first
quarter of the fourteenth century
depicts him in robes and a long-
tongued belt of a type that had
gone out of style a century earlier.
The present belt, dating from the
latter part of the fourteenth cen-
tury, because of its extraordinary
richness, may well have formed part
of a court costume, which would
also explain its conservative form.
It is long-tongued and lavishly
adorned with translucent enamels
showing scenes of courtly love, mu-
sicians, and fantastic animals. The
clasp is-in the form of a female
figure and has a hook to hold

small utilitarian items such as a
purse or knife. Attached to the belt,
which is made of silver wire woven
to give it flexibility, are plaques ‘of
silver gilt and enamels. The scenes
on the ends, which may be read in
sequence, describe the formalities
of courtly love. The knight first
woos his lady with music which he
plays on a cithara, then the couple
converse, and their love is finally
consummated by a kiss. The scenes
are accompanied by musicians who
appear on the other plaques on the
girth of the belt. Lavish articles of
dress such as this could be afforded
only by the very rich and it is not
unlikely that this belt was originally
worn by a member of one of the
ruling houses of Italy. 77



83. BUCKLE AND TONGUE

France, Paris

Late XIV century

Silver gilt and translucent enamel,
L. (of buckle) 434 inches (12.2 cm),
L. (of tongue) 5% inches (14 cm)
Collection of Mrs. Ernest Brummer
Throughout the latter part of the
Middle Ages, sumptuary laws for-
bade excesses in luxury of dress,
though usually without results. The
wealthy bourgeois continued unceas-
ingly to imitate the nobility in mat-
ters of costume and domestic lux-
uries. Dress became more and more
elaborate and the use of precious
materials for accessories more fre-
quent. This buckle and tongue,
made of silver gilt with translucent

85. FRAGMENT OF A GIRDLE
Germany (?)

Circa 1500

Silver gilt, L. 2814 inches (72.5 cm),
W. 114 inches (3.2 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 72.134
Beginning in the sixteenth century,
female costume displayed an increas-
ing tendency to differentiate be-
tween shirt and bodice. Not infre-
quently, these two parts of the dress
were made of different materials to
emphasize the waist which was
pulled in with stays. Women of the
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enamel, is an example of the rich-
ness of the apparel in the latter
part of the fourteenth century. The
girdle itself (now missing) was prob-
ably made of fine leather or silk and
was worn loosely clasped about the
waist with the end hanging in front
or looped over the girth. The long-
tongued belt, favored in the thir-
teenth century, had given way to
this newer, shorter type.

Genre scenes and fantastic ani-
mals are used as decoration with
ladies in affected poses and a

gentleman holding a falcon. Richly
ornamented belts, such as this, set
off loose folds of the simply cut
dresses of the period.

middle class in Germany frequently
wore metal girdles, sometimes fas-
tened with a buckle or a hidden link
clasp. The present example is un-
doubtedly a fragment of the latter
type. The large links with foliate
ornament are joined by scroll-shaped
plaques, many of which have been
lost or replaced and which bear let-
ters apparently part of an inscrip-
tion no longer decipherable. Some
of these letters form words or names,
such as EvaA, while others such as
T.G.0.M. are simply initials.

84. BUCKLE
France (Haute Savoie)
XIV century
Bronze, L. 234 inches (7 cm)
The Metropolitan Museum of Art,
Gift of Bashford Dean, 20.152.53
As the belt was an essential ac-
cessory it was often treated as a
piece of jewelry, to be adorned with
a pretty buckle and many decora-
tive mountings, such as rosette-
shaped eyelets, small plaques, and
an ornate strap end which hung
down, often well below the knees.
Because of its function of holding
the loose folds of the gown to-
gether, the belt or girdle was re-
garded as a symbol of modesty and
chastity, though, on the other hand,
it helped, as wearer and observer
alike were well aware, to empha-
size the slimness of a waist and the
curve of a hip. The fabled chastity
belts, in which hapless ladies of the
manor were locked while their lords
and masters went off on crusade
were first documented in a technical
handbook written in 1402. The au-
thor, Konrad Kyeser, court engineer
of the king of Bohemia, carefully
notes that these contraptions were
said to be used in faraway Florence
and seems to consider them a prac-
tical joke.



86. FRAGMENT OF A BELT

Italy (Lombardy), Milan (?)

First half of the XV century

Silk in tapestry weave, with silver
and gold thread, L. 3634 inches 935
cm), W. 8 inches (7.5 cm)

The Cleveland Museum of Art,
J. H. Wade Fund, 50.3

High fashion in Western Europe
toward the end of the fourteenth
century was distinguished by well-
cut and fitted clothes and by luxu-
rious accessories. This fragment of
a lady’s belt bears the devices of the
Visconti family of Milan: the eagle
shield and the winged serpent were
employed by Fillipo Maria Visconti
who ruled Milan until 1448. It is
quite possible that the belt was
made originally for his wife, Maria
of Savoy, or his daugher Bianca.
Interspersed between the armorial
devices are animals hunting in
the forest, many of them so lifelike
that they recall the exquisite north-
ern Italian drawings of the Inter-
national Gothic Style. Since the
dukes of Milan regularly employed
their court painters for all manner
of designs, including clothes, it is
not unlikely that the designer of
this belt was the resident artist of
the court. Some of Pisanello’s de-
signs for court fashions for the Vis-
conti ladies still exist.

The belt of a lady’s costume in
northern Italy in the first half of
the fifteenth century was worn high
under the bust and was compara-
tively wide and without a buckle
fastener. In all probability, this ex-
ample is nearly complete and was
worn so that the parti shield dis-
playing the lady’s device and the
winged serpent of the Visconti were
centered in front while the ends
were caught at the back.

87a. BELT HOOK

France

XV century

Silver gilt, L. 8 inches (20.3 cm)
Collection of Mrs. Ernest Brummer

87b. BELT HOOK

France

XIV century

Silver gilt and enamel, L. 514 inches
(13 cm)

The Metropolitan Museum of Art,
Rogers Fund, 48.13

Since the pocket was rarely, if ever,
used in medieval dress, personal be-
longings often were suspended from
the belt. Documents from the four-
teenth century describe key holders
of metal and silk that could be sus-
pended from the belt. The French
word clavendier came into use in the
sixteenth century to describe similar
objects. The word was also used in
England; an early seventeenth-cen-
tury record identifies a clavendier as
“the chaine whereon women use to
wear their keys.” Belt hooks, such as
the two shown here, must have been
used for a similar purpose. One of
the present examples has a rectangu-
lar loop at the back through which
the belt could be inserted, and bears
the coat of arms of Burgundy before
it was combined with those of Flan-
ders and Brabant under Philip the
Bold. The other silver-gilt belt
hook with filigree was attached to
a girdle by the upper hook.




80

88a. PoucH (forel)

France

XIV century

Silk and metal thread embroidered
on linen, H. 6 inches (15.2 cm), W.
5% inches (14.3 cm)

The Metropolitan Museum of Art,
Gift of Mrs. Edward Harkness, 27 .-
48.2

88b. PoucH (forel)

Switzerland (?)

XIV century

Silk and silver-gilt thread embroi-
dered on canvas, with couching, H.
8% inches (21.2 cm), W. 8 inches
(20.3 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, Fletcher
Fund, 46.156.34

Purses and pouches were commonly
used to carry coins, cosmetic aids,
and other personal possessions. Al-
though textile pouches were often
tied at the top or closed with draw-
strings, the embroidered examples
shown here are square in shape,
with no closure at the top. Prob-
ably carried over the arm or wrist,
they follow the type illustrated in
several late fourteenth-century tomb
brasses in Bruges.

The embroidered decoration of
these pouches frequently derived
from contemporary literary themes.
The scenes on both sides of the
French purse may represent part of
the tale of “Patient Griselda,” a
popular figure who appears both in
Chaucer’s Canterbury Tales and
Boccaccio’s Decameron. Displaying
the virtue which became part of her
name, Griselda endured a series of
trials administered by her husband
in order to test her complete and
abject obedience.

Whether these pouches were the
work of prafessional artisans or
particularly skilled amateurs is dif-
ficult to determine. The renowned
English embroidery, called opus
anglicanum, was produced in guild
workshops, mostly in the city of
London, by both men and women
who had established their compe-
tence by seven years of apprentice-
ship. On the other hand, it was part



of a young woman’s education to
attain a command of both embroi-
dery and tapestry weaving. In a de-
tail from an altarpiece of the Virgin
and St. George in Barcelona, a num-
ber of young girls display their em-
broidery work to a watchful mother.
Convents also gave thorough instruc-
tion in this art and the stylized an-
imals on the reverse side of the Swiss
pouch are very close to those pic-
tured in pattern books used in the
convents of Lower Saxony.

Generally, embroidery of the type
shown here was worked in silk
thread over a linen base. The basic
stitches were the split stitch and the
tent stitch. In the former, used in
refined detail work, the needle was
sent through the previous stitch,
thus splitting it, while in the latter,
the thread was worked diagonally
across the weave of the linen base.
While the repertoire of stitches was
limited, professionals and amateurs
alike frequently attained a remark-
able degree of technical and artistic
refinement.

89. cAsE (étur)

Italy, probably Venice

Late XV century

Leather, L. 814 inches (21.6 cm)

The Metropolitan Museum of Ari,
Rogers Fund 50.53.1

Etuj in medieval inventories and ex-
pense accounts was a general term
for storage or travel containers of
various materials and sizes. One such
inventory of the early fourteenth
century itemizes a small étui of
enameled silver, designed to hold
face powder. A large leather case,
ordered from a coffret -maker and
referred to as an étui de cuir bouilli,
was purchased to hold a painting by
Jehan d’Orléans, painter to King
Charles VI of France. The term cuur
bouills, literally, “boiled leather,” is
used to describe a particular type of
leather decoration. Soaked in a luke-
warm solution of resin or wax to

make it soft and flexible, the leather
was molded into the desired shape.
Decorative patterns were then
tooled or impressed on the surface
and often highlighted by color,
gilding, or punching.

References are also made to small
étui of cuir bouilli which were de-
signed specifically to be attached to
one’s costume. Used to carry quill
pens, ink wells, books, cutlery, and
other personal possessions, these ob-
jects are frequently depicted in fif-
teenth-century paintings and manu-
script  illuminations. This Italian
example has two interior compart-
ments designed to contain a knife
and spoon, and is inscribed A BONA
FEDE DE TEL BON (“in good faith of
so good” [a heart]); the tooled heart
that appears at the end of the in-
scription replaces the actual word.
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90b. PURSE

Western Europe

XV or XVI century

Iron handle and mounts with velvet
and silk bag (probably modern), L.
(of frame) 634 inches (16.2 cm)
The Metropolitan Museum of Art,
The Cloisters Collection, 55.61.17
Purses of various shapes and sizes,
carried by both men and women,
were given descriptive terms in
medieval inventories, such as bourse
or poche & compartement. In the fif-
teenth century, purses with clasps
of metal and loops on the rear
which could be attached directly to
the belt superseded the pouches
which closed with drawstrings and
hung from the belt. The clasp no
doubt came into use to provide
greater security for money or other
valuables when the owner walked on
crowded city streets. The leather
purse has two inside pockets and a
concealed smaller section with two
small openings hidden beneath the
front flap. The velvet bag has a
double pouch with an opening in
the front section that still uses the
older drawstring closure. The iron
frame at the top is decorated with
acorns, human heads, and lizards,
some of which move to release
catches for opening the frame.

90a PURSE

Western Europe

XV or XVI century

Leather, with iron mountings, H.
5% inches (14 cm), L. 6 inches (15.2
cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 52.121.2




91. DAGGER

Flanders or England

Mid-XV century

Steel and wood, L. 1434 inches (37.5
cm)

The Metropolitan Museum of Art,
Rogers Fund, 04.3.123

Daggers were worn with the civilian
costume of the Middle Ages as a
badge of status of the free man.
Their practical uses were, besides
self-defense, those of all-purpose
knives, which included their use at
the table.

The peculiar shape of the grip
with the two carved knobs pre-
vented the hand from slipping onto
the edge of the blade. At the same
time, because of this shape, and be-
cause these daggers were worn at
the belt in front of the body in an
upright position, they were called
“ballock knives,” a term that was
changed by Victorian antiquarians
into “kidney daggers.”

92. DAGGER

France (Burgundy)

Mid-XV century

Steel, brass, and wood, L. 1434
inches (37.5 cm)

The Metropolitan Museum of Art,
Gift of George D. Pratt, 25.188.17
These daggers with cross-quillons
were considered a special status sym-
bol by the proud burghers of the
rich and self-governing cities of
Flanders. Because of their shape
they were called kruismes or “cross-
knives.”

The knobbed grip, which afforded
a firmer handhold, was a decorative
form reminiscent of “ragged staves,”
i.e., naturally-shaped sticks with
short branch-stubs, very popular in
the Late Gothic period.

These daggers were worn at the
belt together with a large pouch, in
which the money purse, tinderbox,
and other small items were carried.

83



84

JEWELRY

In the early Middle Ages, precious metals and gemstones were scarce in
Western Europe and tended to be reserved for the Church or for the
ceremonial regalia of secular rulers. One has only to read the accounts of
Abbot Suger of the making of the vessels for his new altar at St.-Denis in the
twelfth century to know how eagerly he accepted gifts of precious materials
from anyone who could be persuaded to give them. These gems and metals
were transformed, usually in monastic workshops, into suitable objects for
liturgical or secular ceremonial use. In the ensuing centuries, however,
jewels were produced by professional goldsmiths and later by separate jew-
elers’ guilds in such prominent centers as Paris, London, Bruges, Florence,
and Nuremberg. Both royalty and nobility had their favorite goldsmiths,
who in France were awarded honorary positions of valet de chambre by
their patrons. These goldsmiths did not, however, reside at court, but had
instead private living quarters usually with their shops attached and were
free to supply other customers. With the rapid growth of commerce, the
increasing prosperity of Europe, and the improved trade routes, Genoese
and Venetian traders more readily acquired precious stones from the Orient
and the production of jewelry grew to unprecedented proportions. The
wealthy middle class could now afford to compete in the splendor of their
jewels with the nobility. It was even necessary in some countries to enact
sumptuary laws which designated, according to class and social status, the
quality and quantity of jewels that could be worn, but these laws were
rarely observed.

Precious materials were used in combination to create pieces of jewelry
that grew constantly more ostentatious in appearance. Gold, silver, and
bronze gilt formed the settings for enamels as well as diamonds, sapphires,
emeralds, rubies, and pearls. While true faceting of jewels was a later de-
velopment, the gem cutters of Bruges had, by the fifteenth century, learned
to bevel the edges of stones, increasing their brilliance. The invention of
this technique is generally credited to Louis de Berchem in Bruges, who was
brought to the court of Charles the Bold, duke of Burgundy, a renowned
gem fancier.

Rings and brooches were popular throughout the medieval period and
were made in great numbers. Pendants and necklaces became fashionable
in the fifteenth century with the new low-cut gowns. Jeweled metalwork
collars, often worn low on the shoulders over the tunic, denoted the noble
orders of chivalry or the insignia of the many confraternities of the middle-
class townsman. Ladies sometimes wore these collars in combination with
necklaces.

Opposite: PLATE4 Cat. Nos. 96, 101, 108
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Bracelets appear in records of the fifteenth century for the first time with
any frequency, possibly because sleeves were no longer tightly buttoned but
open to expose the wrist. Because of the elaborate coiffures and jeweled
headdresses that covered the ears in the fourteenth and early fifteenth cen-
turies, earrings were not worn. When the style of piling the hair high on the
head was introduced in Italy, earrings returned to fashion. Jewelry was
also considered a wise investment, for precious stones and metals could
always be sold, pawned, or melted down when ready cash was needed,
whether to restock a royal treasury or to finance a merchant venture.

Throughout the Middle Ages, gems and semiprecious stones were often
prized not only for their intrinsic worth but also for the curative or pro-
tective powers attributed to them. The diamond, the hardest and most
valuable of all jewels, was presumed to give strength in battle. A Swiss
chronicler of Bern reported that Charles the Bold wore a large diamond,
the symbol of love and reconciliation, as a talisman in the Battle of Grandson
against the Swiss in 1476. The sapphire, considered the perfect kingly jewel,
was believed to increase devotion and cure ulcers. Lorenzo de’ Medici was
administered a potion of diamond dust and ground pearls by his physician,
Lazarus of Pavia. Shortly thereafter, the famed Florentine died.

Jewelry, other personal objects, and a jewel casket, detail
of an illuminated page by the Master of Mary of Burgundy
in the Breviary of Mary of Burgundy, Flanders, 1477-1482
(Osterreichische Nationalbibliothek, Vienna, cod. 1857).
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Y3a. RING BROOCH

Western Europe

XIV century

Silver, cabochons, and glass paste,
Dia. 114 inches (2.8 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 57.26.3

93b. RING BROOCH
France
XIV century
Silver, turquoise, and glass paste,
Dia. 1%4 inches (2.8 cm)
The Metropolitan Museum of Art,
The Cloisters Collection, 57.26.2
Worn at the center of the neckline,
the ring brooch, with a hinged
tongue fastener, was used to close
the long thin undergarments worn
by both sexes. The weight of the
material pulling against the tongue
of the brooch, through which it was
looped, held the garment closed.
Lovers of the fourteenth century
often exchanged small brooches, ap-
propriately inscribed with senti-
ments. Thus, a lady fastening her
shift with a treasured ring brooch
found its intimate purpose enhanced
the amorous significance of the gift.
In his Canterbury Tales, Chaucer
mentions a brooch inscribed Amor
Vincit Omnia worn by the formi-
dable prioress, Madame Eglantine.
In the fourteenth century,
brooches set with polished, uncut
semiprecious stones and fashioned

from ordinary metals were made in
increasing numbers for people who
could not afford gold and gems. In
a short rhyme, Dit du Mercier, a
merchant of this period declared
that he now sold brooches of gilded
or silvered brass and of latten.

Ring brooches were also fitted
with pin closures. The brooch set
with turquoise, a popular stone im-
ported from the Near East, is an
example of this type.

94. HAT ORNAMENT

France

Circa 1520

Gold, gold filigree, and enamel,
Dia. 214 inches (5.7 cm)

Robert Lehman Collection, New
York

Auvarice, greed, and worldly pleasure
were themes frequently represented
in art in the early sixteenth century.
An example is this hat ornament
which represents a woman between
an old and a young man. While the
old man holds her breast, the

woman is reaching into his purse
with one hand and holding the
young man’s hand with the other.

The inscription reads: AMOR FAIT
MOVLT ARGENT FAIT Tovr (“Love
does much but money does every-
thing”). The subject, woman’s fickle
and deceitful nature, suggests that
the piece may have been a man’s hat
ornament.

The enameling technique of this
object, known as en ronde bosse,
developed in Paris and was popular
by the end of the fourteenth cen-
tury. Both opaque and translucent
enamel in white and color were
applied to the gold relief that had
previously been roughened to hold
it securely.

95. TWELVE MEDALLIONS

France (Burgundy)

Circa 1400

Gold, enamel, semiprecious and
precious stones, and pearls with
(modern) gold chain, Dia. (of largest
medallion) 134 inches (4.5 cm)

The Cleveland Museum of Art,
J. H. Wadé Fund, 47.507

Tradition holds that these medal-
lions were offered to the Virgin of
Louvain by Margaret of Brabant,
whose daughter married Philip the
Bold of Burgundy. Though there is
no specific documentation, the asso-
ciation of the medallions with the
house of Burgundy is almost surely
valid since descriptions of similar
jewels are mentioned in early Bur-
gundian account books. Further-
more, the principal medallion of
this group recalls the description of
a “golden clasp with a white lady”
given in 1393 by Mary, daughter of
Philip the Bold, to her husband on
the occasion of their marriage. The
white enameled petals on some of
the other medallions resemble those
of a daisy known in French as mar-
guerite, and may therefore be a
motif associated with Margaret of
Brabant, her daughter, or her grand-
daughter. The use of white enamel,
as well as the style of dress of the
lady on the large medallion, help to
confirm a date of circa 1400.

It is possible that these medal-
lions, which are today mounted with
modern chains as a necklace, were
originally single clasps or pendants.
There is no evidence, however, to
preclude their having been part of
a necklace. Indeed, comparison with
a mid-fifteenth-century Burgundian
necklace based on a German design,
now in the Neuenstein Castle,
Hohenlohe Museum, suggests such
a possibility. Necklaces, according to
many records, including the account
books of Philip the Bold, were com-
missioned as presentation gifts for
the new year, for marriages, and for
diplomatic events, and were given
to both men and women.

Although generally thought to be
of French-Burgundian origin, it has
been suggested that these medal-
lions were executed in Paris, as they
are fine examples of the en ronde
bosse enameling technique fre-
quently used by the goldsmiths of
that city during the reign of Charles
VI (1380-1422).



96. PENDANT

France

Circa 1450-1475

Gold, pearls, and glass paste, L. 114
inches (2.8 cm), W. 13¢ inch (2.4
cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 57.26.1
(See color plate no. 4)
Contemporary panel paintings and
manuscript illuminations indicate
that by the beginning of the four-
teenth century, both men and
women wore a great variety of pen-
dants. This French example, deli-
cate in composition, is small in
comparison with the extravagantly
large pendants which became popu-
lar by the early sixteenth century.
Four gold letters forming the word
AMOR are suspended from this pen-

dant, lending it an amorous signifi-
cance.

Since the days of ancient Egypt,
craftsmen had used a technique sim-
ilar to enameling to make imitation
or paste gems such as the “emerald,”
and the “crystal” set in this pendant.
Backed with foil, pastes effected a
satisfying  brilliance and were
known to have been owned in
great numbers by Jeanne d’Ev-
reux, queen of Charles IV of France
between 1325 and 1328.

Gems, nonetheless, remained for
the ruling class among the most
prized of objects. Around 1400,
John, duke of Berry, is said to have
left a state meeting in order to
examine a new diamond brought
for his inspection.

97. BROOCH
Hungary (?)
XV century
Silver gilt, with enamel and jewels,
Dia. 4%¢ inches (11 cm)
Collection of Mrs. Ernest Brummer
The medieval brooch, used singly
or in pairs and connected by a
chain to fasten a mantle or cloak
at the breast, appeared in two dis-
tinct forms. In one, jeweled pro-
jections extended from the outer
edge of the brooch in a starlike fash-
ion, while in the other, the so-called
wheel brooch, flat bars radiated, as
the spokes of a wheel, from the
center to the outer rim. Although
a flat silver disk covers the back,
thus closing the space between the
spokes, this example is of the latter
type. The backing disk bears the
mark of a Hungarian goldsmith
active from about 1596 to 1625. As
the brooch itself can, on the basis
of style, be dated earlier, it is rea-
sonable to assume the back was
added later as a reinforcement. The
original portion of this brooch is
quite similar, not only in shape and
in diameter, but also in the arrange-
ment of jewels, to several other but
much larger examples. In 1818, a
similar one, now in the National
Museum, Stockholm, was dredged
from the water in an eel net in East
Gotland. This massive brooch, mea-
suring about eight and a half inches
in diameter and weighing an in-
credible one and a half pounds, also
had a backing added about one
hundred years after it was made.
Numerous Italian and Flemish
paintings of the fifteenth and six-
teenth centuries illustrate the two
principal ways in which circular
brooches were worn. In an Italian
painting of the Virgin and Child,
a single large, round, jeweled
brooch fastens Mary’s cloak, while
in a work by Gerard David, two
such brooches, connected by a gold
chain, serve to close the Virgin’s
mantle at the neckline. The present
example was undoubtedly used in
one of these ways, but the later
alterations have obscured the pre-
cise manner of closure.
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98. RING BROOCH

Germany or Flanders (?)

XV or XVI century

Silver gilt, Dia. 5 inches (12.7 cm)
Collection of Mrs. Ernst Brummer
Although the tongued ring brooch
was more common in the earlier
centuries, it was still in use in the
late Middle Ages, particularly in
northern Europe. Brooches of this
type were often used purely for
ornamentation, but the size of the
present example indicates that it
may have been used to fasten the
neck of a heavy cape or cloak. The
coat of arms, which shows the leg
of an animal pierced by an arrow
surmounted by a winged helmet, is
unidentified, but the style and ar-
rangement of both the shield and
arms are typical of those found in
Flanders and the Rhineland.

The brooch is inscribed 1A-coBvs-
NICOL-AE-LE-GIFER FECIT-M (“Jacobus
Nicholas’ son le gifer made me”).
The meaning of the word gifer or
givre is obscure but, depending on
the arrangement of the letters and
interpretation, could be translated
as “frosty” or “old one” (le gifer),
“the lawyer” (legiter), or “the tavern
keeper” (aelegifer).

99. PENDANT

Germany

Circa 1500

Coral and pearl, with gold and
silver-gilt mountings, L. 21%¢ inches
(6.8 cm)

The Metropolitan Museum of Art,
Gift of Alastair B. Martin, 56.125.6
The popularity of pendants in the
Middle Ages (which could be worn
on chains and collars or incorpo-
rated in necklaces), as well as the
intrinsic value of their materials
and workmanship, account for the
great variety which have survived.
Although pendants were often dec-
orated with gems and enamels,
other prized materials were fre-
quently used. This pendant of red
coral exemplifies the use in jewelry
of a material highly regarded not
only for its decorative value, but
also for its amuletic properties.
Coral, which was found in abun-

920

dance in the Mediterranean, was
traditionally believed to ward off
the evil eye, to counteract poison,
and to protect the traveler from
danger. Branches of it were hung
around the necks of Roman children
to ward off pestilence; this singular
practice continued in Italy as seen
in a painting after Jacopo Bellini,
circa 1474, in which the Christ
Child is depicted with a red branch
of coral around his neck.

100a. PENDANT

Northeastern France

First half of the XV century
Painted ivory under rock crystal,
with silver and niello mounting,
H. 3%s inches (8 cm)

Museum of Fine Arts, Boston, Helen
and Alice Coburn Fund, 54.932

100b. PENDANT

Germany

Early XVI century

Silver (partly gilt), Dia. 2%¢ inches
(5.8 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 65.68.1
Among the most popular jewelry of
the late Middle Ages were pendants
with religious subjects which were
suspended from chains around the
neck, from belts, and from chaplets
or rosaries. Particularly popular
were those depicting the Virgin, St.
Anne, and the Three Kings who
were thought to protect the wearer
from specific infirmities and diseases.

On the front side of the Boston
pendant is an ivory plaque depicting
the Coronation of the Virgin, while
on the back there is a silver and
niello plaque with a design of straw-
berry plants. A technique popular
at the end of the Middle Ages, niello
was achieved by brushing a sulphur
compound into a design incised on
metal which was then fired and pol-
ished. The border of the pendant, a
floriate pattern worked in silver, re-
calls the naturalistic borders of
Franco-Flemish manuscript illumi-
nation of the period. Rich pendants
of this sort were worn by both men
and women; in a portrait of Albert
V of Bavaria, the duke is wearing a
similar pendant on a heavy gold
chain. As the silver and niello back
is displayed in that instance, it may
have been the custom to wear such
pendants with the devotional scene
facing inward, thus, figuratively, di-
rected toward the soul and away
from the evils of the surrounding
world.

While the Boston pendant was an
item of great luxury, the Cloisters’
pendant was an ornament more
available to the middle classes. De-
picting the Virgin and Child on a
crescent moon, a theme inspired by
the apocalyptic vision of St. John,
the composition is derived from a
Diirer engraving. As at least two
other similar pendants are known, it




is probable that they were made in
large numbers for a wide market.
Pendants of this sort were often
fitted with a small compartment in
the back to hold a relic or a talis-
man.

101. PENDANT

Germany, Cologne

1504

Silver gilt and translucent enamel,
H. 234 inches (7 cm)

Museum of Fine Arts, Boston, Grace
M. Edwards Fund, 47.1450

(See color plate no. 4)

This pendant, inscribed with the
date 1504, follows the form of large
altarpieces with painted wings and
sculptured centerpieces. On the
enameled wings are St. George and
St. Mary Magdalene, while the mar-
tyrdom of St. Barbara is depicted in
the centerpiece. One of the Fourteen
Helpers-in-Need, to whom one could
turn in moments of peril or sickness,
St. Barbara was a very popular saint
during the late Middle Ages, and

scenes from her life are commonly
depicted on a variety of secular ob-
jects.

Triptych pendants enjoyed con-
siderable popularity among the
wealthy classes of the fifteenth cen-
tury. Several pendants of this type,
decorated with religious subjects,
were included in the 1458 inventory
of Philip the Good, duke of Bur-
gundy, and others appear in the
1488 and 1497 inventories of the
duke of Brittany and the countess of
Angouléme respectively. While Bur-

gundian examples capitalize on the
brilliance of precious stones, pearls,
and cameos, the ornamentation of
pendant triptychs produced in the
Rhineland relies more on the use of
enamel and skillful goldsmith’s
work. Suspended from the predella
of the present example is a small
heart inscribed with the sacred

monogram, but jewels and talis-
mans were also used for such addi-
tional decorative appendages. By
the sixteenth century, pendants in
the shape of altarpieces were super-
seded by those of ornate circular
form.

102. RrING

England

XIV century

Gold, silver gilt, and cabochon sap-
phire, Dia. 114 inches (2.8 cm)
The Cleveland Museum of Art,
J. H. Wade Fund, 50.38.3

In the fourteenth and fifteenth cen-
taries, rings were worn in great
numbers; it was not unusual to
wear four or five rings on one hand,
some of which were worn on the
middle joints of the fingers as well
as above the joints and on the
thumbs. Apart from serving a purely
decorative function, rings incorpo-
rated seals, bore mottos and devices
of a superstitious, religious, or
aphoristic nature, and often served
ceremonial functions. Of the cere-
monial type, wedding rings were the
most common. The symbolic motifs
with which these rings were deco-
rated is well demonstrated by the
present example. The clasped hands
which appear on the back are rep-
resentative of unity, while the sun
and moon, representative of day
and night, may be interpreted as a
lifetime through which the bond of
marriage will last. By the end of the
Middle Ages, rings, known in En-
gland as “posy” or “poesy” rings,
inscribed with sentimental verses
such as “I like, I love as Turtle-
dove,” were extremely popular. In
the sixteenth century, jewelers kept
large stocks of rings with lengthy
lists of similar verses from which
the purchaser could choose an in-
scription.  While the later rings
tended to be broader and of more
complicated forms, the delicate style
of the earlier medieval rings is rep-
resented in the present example,
dating from the fourteenth century,
and said to have been found in a
garden in Winchester.

103. HAT ORNAMENT

Scotland (?)

XV century

Gold, Dia. % inch (1.9 cm)
Museum of Fine Arts, Boston, Ar-
thur Mason Knapp Fund, 63.1526
(See color plate no. 4)
Throughout the Middle Ages badges
worn on the broad brim of pilgrims’
hats were a popular and widely used
means of identifying the holy site
from which the travelers were re-
turning. The famed crossed keys in-
dicated St. Peter’s in Rome, and the
shell designated the shrine of Sant-
iago de Compostela. It was only late
in the fourteenth century, however,
when turbans and other elaborate
headgear became the vogue for men,
that a variety of hat ornaments of
a purely decorative nature became
popular; these could be attached
either on the front or on the side
of the hat. In French and Burgun-
dian manuscripts of the early fif-
teenth century, men are depicted
wearing hats decorated in this fash-
ion. The hats themselves were fre-
quently of enormous size, but the
hat ornaments were, in contrast,
quite small.

Many of the hat ornaments, such
as this one in the form of a ring
brooch, were probably only pinned
rather than permanently affixed to
the hat—a practical approach that
allowed the owner to use the orna-
ment on a number of different hats
or to rearrange the same floppy hat
yet have the ornament still promi-
nently placed.

This small gold brooch is in-
scribed: joiE AURAY (“I shall have
joy”). The inscription on the reverse
side, CE NRs N (?) ENT, has not been
deciphered.
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COSMETICS

The use of oils, lotions, and creams to alter the appearance, to cleanse
the skin, and to enhance the general attractiveness of the person is a prac-
tice known from the earliest civilizations. Cosmetics were widely used in
Egypt, Greece, and Rome and were undoubtedly introduced by the Romans
to the outposts of their far-flung territories. At the collapse of the Roman
Empire in the fourth century, however, the use of cosmetics in Western
Europe seems either to have disappeared or to have declined greatly. The
barbarian hordes were apparently unused to such refinements, employing
vegetable dyes instead to color the skin to achieve a more ferocious appear-
ance in battle. By the twelfth century, however, cosmetics seem to have
been reintroduced into Western Europe, probably by the returning cru-
saders who had evidently learned of them in Byzantium, where old Roman
customs persisted. Because they had to be made according to a formula, cos-
metics were dispensed by doctors and apothecaries. It is significant that
one of the first manuals on the care of feminine beauty was written at
Salerno, the great medical center of the Middle Ages. Written around 1100,
by a lady physician and teacher named Trotula, the treatise contains recipes
for beauty preparations for use in the care of the skin, the face, and the
hands. Trotula’s manual was copied, translated, and widely used through-
out the Middle Ages. The English version, known under the authorship of
Dame Trot, even discusses a steam chamber heated with elderwood for
weight reducing. A late thirteenth-century French treatise, L’Ornament
des dames, probably combining Trotula’s work with information derived
from the writings of Galen and Hippocrates, expands cosmetics to include
such personal enhancements as hair coloring. A mixture of iron, gall nuts,
and alum, boiled in vinegar and left on the head for two days, would dye
the hair black. 4 :

Herbals also list extensive beauty aids: rosemary mixed with white wine
made the face beautiful, the red lily was used to make rouge, and the root
of the madonna lily could whiten the face. That these recipes appear so
frequently and in such commonly read household manuals as herbals
indicate that cosmetics were widely used and not restricted to members of
the upper class. Lists recording the wares of peddlers in England in the late
Middle Ages include items for a lady’s toilet such as combs, mirrors, hair
frizzers or curlers, rouge, powder, and toothbrushes, a selection that was
undoubtedly intended to serve the needs of women in the towns and out-
lying districts.

Perfumes and sachets were also much in demand. Sweet-smelling flowers
such as lavender and roses were especially cultivated for distillation, and
their oils were used in the preparation of perfumes. Animal secretions such
as musk, which formed the fixative for the scent, were known and employed
then, just as they are today, to produce the sweet odors desired by both
sexes. In her treatise, Trotula prescribed a deodorant comprising an in-
fusion of bay leaves and hyssop.

The new fashion of the high forehead, introduced from Italy to the
North in the fifteenth century, required the plucking of the hairline as
well as the plucking of eyebrows. Special tweezers are mentioned in in-
ventories for this purpose. As the coiffure became more elaborate, the
making of wigs and false tresses became a special industry with a guild of
its own. The use of these cosmetics and beauty aids was so extensive by the
end of the Middle Ages that the practice was repeatedly condemned, though
without much effect, by both clergy and secular moralists alike.



Maid with comb and mirror groom-
ing a lady, detail of an illuminated
page in the Luttrell Psalter, East
Anglia, ca. 1340 (British Museum,
Add. Ms. 42130). (Reproduced by
permission of the British Library
Board)

104. MIRROR BACK

France

XIV century

Ivory, Dia. 4% inches (11.4 cm)
The Metropolitan Museum of Art,
Gift of George Blumenthal,
41.100.160

Although large mirrors with deco-
rated bases and handles were com-
mon throughout the late Middle
Ages, few examples have survived.
More familiar are the small mirror
cases, usually made of ivory and
intended to be carried on the per-
son. Most were products of the four-
teenth-century Parisian ivory work-
shops. Production dropped notice-
ably in the following century when
the popularity of ivory as a material
for luxury items, such as caskets,
mirror cases, and toilet articles, had
waned. An Italian example, half of

which is now in the Walters Art
Gallery, Baltimore, and the other
half in the Cluny Museum, Paris,
has two holes in its ivory frame indi-
cating it was to be hung from a belt.
The scene on this example depicts
a lady and a gentleman in resplen-
dent costume, engaged in falconry,
one of the more popular pastimes
of the period. The less strenuous
nature of this sport made it a suit-
able outdoor activity for ladies.




105. MIRROR BACK

France (Paris)

Circa 1300

Silver gilt with champlevé enamel,
Dia. 334 inches (9.5 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 50.7 4
(See color plate no. 5)

The frame of this mirror back is
composed of an ivy wreath from
which emerge six figures, half-men,
half-lions, similar to those seen in
marginal drolleries or on contempo-
rary manuscripts. The case of this
box-type mirror originally consisted
of two halves provided with a bay-
onet joint (with lugs on one half
and corresponding grooves on the
other) which would, with a slight
turn, fasten the two parts of the
mirror securely together. The mir-
ror itself, made of highly polished
metal, would be attached to the in-
ner side of the case, in this particu-
lar example, to the inside of the
mirror back.

On the enameled back, within
the silver vine frame, a square area,
set against a background of translu-
cent green enamel with silver-gilt
leaf scrolls, bears heraldic devices of
the original owner. The square is
divided into four smaller squares to
display the quartered arms: gules
three lions passant regardant or, for
the royal arms of England, and
barry argent and azure for the arms
of the Poitou family of the Lusig-
nans, differenced with four lions
rampant gules, probably for Hugh
XI, Le Brun, sire of Lusignan,
whose shield bore on his seal of
1246 a border of six lions rampant
gules. The number of lions is re-
duced to four in the case of the mir-
ror back to fit the available space.
Hugh XI could have quartered his
arms with those of his mother,
Isabel of Angouléme, as the widow
queen of John the Lackland of Eng-
land, in her second marriage, the
wife of Hugh XI's father. Or he
could have adopted them for his
sponsor and half-brother, Henry III
of England. The differenced arms
of Hugh XI of Lusignan appear
among other coats of arms on the
tomb of his wife, Yolande of Brit-
tany (d. 1276), and on that of his
brother William of Valance, in
Westminster Abbey, London, dated
1296.
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106.
Italy
XIV century

Ivory, H. 114 inches (29.2 cm)
Collection of Mrs. Ernest Brummer
The handle of the rattail comb may

HAIR PARTER (gravoire)

be the only modern counterpart of
this object, called in medieval
French either a gravoire or broche,
and used in parting the hair or ar-
ranging the coiffure. Most gravoires
were made of ivory and date from
the fourteenth century, but records
indicate that occasionally they were
made of precious metals, inset with
enamels and jewels. One of the
dukes of Burgundy had a set which
included a gravoire, a comb, a mir-
ror, as well as two razors made of
silver gilt with the duke’s arms on
them.

Shaped like a curved knife, most
gravoires have a decorative carving
on the handle. The hilt of this one
shows a man playing an organ on
the top with a grotesque figure be-
low.

107a.
France
XV century

Painted ivory, L. 5% inches (14 cm),
W. 314 inches (8.9 cm)

The Metropolitan Museum of Art,
Gift of J. Pierpont Morgan,
17.190.245

(See color plate no. 5)

COMB

107b.
France
Late XV century

Boxwood, L. 5% inches (14.3 cm),
W. 614 inches (15.5 cm)

Collection of Mrs. Ernest Brummer

COMB

107c.
France
XV century

Boxwood, L. 6%; inches (17.1 cm),
W. 454 inches (11.7 cm)

Collection of Mrs. Leopold Blumka
By the late fifteenth century, box-
wood had supplanted ivory as the
preferred material for combs. This
dense and finely grained wood, the
closest of all in texture to ivory, lent
itself to the elaborate decorations
and the finely carved teeth of these
later combs. To assure the strength
of the teeth, the wood was carved
with the grain. Both boxwood combs
have inscriptions. The side of one
comb is inscribed E ponc while on
the reverse is the word BoN, fol-
lowed by a carved heart, probably
an amorous allusion (“take there-
fore, good” [heart] ). The other
comb is inscribed PRE-NES PLAISIR
(“take pleasure”). Since this comb
has on the reverse side two small
round compartments with sliding
covers which could be filled with
cosmetics, it may be that the inscrip-
tion, instead of alluding to a senti-
ment of love, referred to the plea-
sure this combination comb and
makeup case would provide by im-
proving one’s appearance.

The center section of the ivory
comb is decorated with painted
hounds and rabbits, while a large
insect is depicted across the surface
of the fine teeth. Because the paint-
ing would have worn off with con-
stant use, the fine-toothed side was
apparently less frequently used, per-
haps only for the finishing touches
of the coiffure. According to English
and German sources of the sixteenth
century, combs made of certain ma-
terials such as lead, were believed to
darken the hair.

COMB



sdMhsda

FRPrITIvvIeYH b b bt i AL A
O T Y T T e S Vv
ATt i ndssasnasansas AANALLL LA A

Aty .

DT e

L]

> ’ ¢
S e, |
‘*'--v'-'.'a- e ) ’e_., k‘b-w-m_

manha s nansassnsasssnsadasnnashiiainns sha s A Al Al s AN

LA A g
——— =

Yal

A A L '

LAASARAAAA A Naata A AAARARA L AR ARANRANR AN X | ® " »
- an = - MEVVASAAAAAR A |
= o s g P, ‘ 2 { e g “
! -

\ S

R

9* “"o"lf'o" SARAARE (9

v e

10820000040 T

| 111
' |
| |




96

III
LABOR, COMMERCE, AND TRAVEL

The period between 1300-1550 encompassed some of the sharpest fluctua-
tions in economic history. As a result, the changing conditions of labor,
commerce, and travel cannot be fully reflected in an exhibition of material
objects from that time, no matter how skillfully chosen. The following brief
description of trends is necessary to fill the gap.

Shortly before 1300, Europe had reached the highest point of medieval
progress in almost every field; what has been called the “commercial revolu-
tion” was at its peak. Not everybody was happy, of course, despite the fact
that the medieval pursuit of this goal had narrower horizons than ours;
but, it is only fair to compare an age with its past, not with its future. Never
before had such a large proportion of Europe’s population been so well
fed, so free to move, so blessed with expanding opportunities. Growth mani-
fested itself at the root of existence—more people were alive than at any
earlier time, with an average life expectancy raised from about 25 years (as
in ancient Rome) to about 35 (not much less than England’s expectancy
around 1850) . Slavery had almost disappeared, serfdom was abolished over
wide stretches of the land and in virtually every city, some degree of po-
litical participation was available to an ever-increasing number of men, and
some civil rights were extended to women. Labor was still arduous for the
no-longer silent majority, but a variety of new tools and techniques had
made it somewhat less burdensome, more productive, and better rewarded.
Commerce kept enlarging its clientele, building up the roster of goods,
broadening its geographic scope. Italian merchants and bankers were prom-
inent over much of Europe, ranging from England to Morocco and from
southern Russia to western Iran; a few traveled with merchandise as far as
India and China. German merchants had the upper hand in parts of north-
ern and eastern Europe, an area where few Italians were seen. Indeed, all
the nations of Europe had their native traders, and travel was no longer a
dangerous adventure for clergymen, soldiers, scholars, or for peasants look-
ing for unoccupied land in the still underexploited frontiers of Europe.

Economic growth generates its own wear and tear. Its pace, already slow-
ing down around 1300, continued to slacken in the following years: there
was no general crisis before the mid-fourteenth century, but lower birth
rates (probably because of birth control), soil exhaustion, labor problems,
and banking failures occurred here and there. Then, a number of shocks
changed the trend to economic decline: the Black Death of 1346-1348
started a cycle of plague epidemics at intervals of about fifteen years; the
disintegration of the Mongolian Empire (completed by 1369) and the ad-



vance of the Ottoman Turks (culminating in 1453) rolled back the frontier
of European trade and travel from China to Greece. The Hundred Years’
War (1337-1453) and other prolonged conflicts transformed most of Europe
into a battlefield. Despite this, however, the European people preserved
sufficient strength and zest to use every interval between disasters to recover
as best they could. There was a decrease in the number of men, the quantity
of goods, the extent of liberty, and the mobility of the population, but the
quality of products did not substantially change.

In the late fifteenth century, a longer lull made a measure of recovery
possible, but, after 1492 the invasions of Italy and the struggles of the Ref-
ormation braked the economic renaissance and delayed the effects of the
great geographic discoveries. By 1550, however, the crisis had been over-
come and a new age of economic growth had begun. Growth was slow at
first, but it was to lead without major interruptions to the Industrial Rev-
olution and the tremendous expansion of our time.

The objects in this section of the exhibition aim at reconstructing the
general atmosphere of the 1300-1550 period, and must be seen as comple-
ments to those examples from other categories; there is hardly an object
that has not been produced or transformed by labor, handled by commerce,
and delivered to the customer after travel. Unfortunately, the largest in-
struments, even if extant and transportable, would not have fitted in the
cases of a museum. The wheeled plough with mold-boards, which opened
the heavier soils to cultivation; the water mill, which was adapted to various
industrial uses such as fulling cloth, throwing silk, lifting triphammers,
and blowing air into blast furnaces; the ships of every shape and dimension,
which were built for different cargoes and destinations—none of these could
be shown except through miniatures, prints, or written descriptions. They
would remind us that the 1300-1550 period was not as barren of large and
ingenious contraptions as one might think, nor was it incapable of pre-
cision and exact duplication.

The fact remains, however, that labor, commerce, and travel were far
less mechanized and mass-produced than now. Nearly everything depended
on the physical strength, manual dexterity, and good taste of the worker or
the artisan rather than on the clever, light tools he used. That is why we
speak of artisans in almost the same terms as artists. To bring some speed
and uniformity to what would seem today an ill-equipped, inefficient so-
ciety, team work and faithfulness to tradition were desperately needed;
every man had to expend his effort and to use his imagination. There were
standardized weights and measures, many of them shown here, but standards
varied almost incredibly from place to place. There were manuals of agri-
cultural, commercial, industrial, or navigational techniques—such as the
farmers’ encyclopaedia of Pietro de’Crescenzi (written in Bologna shortly
before 1300, and transmitted by numerous manuscripts in the original Latin
or in translation) or the miscellaneous compilation of Zibaldone da Canal
(a unique Venetian collection of older texts of various origins)—but man-
uscripts were expensive and copyists often inaccurate. The printing press
could do better, but as late as 1550 it produced more Bibles and poems than
books on business. Nor were books always felicitously chosen: Marco Polo’s
genuine travelogue had an unusually wide diffusion, but so had the spurious
travelogue attributed to Mandeville.

Farming and animal husbandry, at any rate, were usually performed by
people who read no books but had learned traditional practices and the
use of fairly simple tools from their elders or their neighbors. Even the
most determined and enlightened landowner could not easily introduce
innovations into the routine of a village community; it is a wonder that
innovations nevertheless came through. Industrial training, normally ob-
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tained through apprenticeship, also tended to be bound by tradition and
frozen by guild regulations; but it was more responsive to change, especially
in the crafts that required artistic talent or ability to capture large markets
at home and abroad. Most craftsmen lived in towns, where life was more
exciting and mobility greater than in the country; their tools were more
sophisticated and their work more specialized; they learned their profes-
sion by doing, but very often they also acquired some knowledge of reading,
writing, and arithmetic. Their individual production was too small to raise
them to wealth and power, but they made their collective weight more
effective through their guilds.

Commerce was the most flexible, dynamic, and rewarding branch of the
economy. Its total output and the number of people involved were incom-
parably smaller than those of agriculture; but merchants were the core of
the ruling elite in the leading independent or autonomous cities as well as
the great promoters of economic development in the great feudal monar-
chies. Money was their weapon: golden florins of Florence, ducats of Venice,
genoins of Genoa—soon imitated in a growing number of royal, princely,
and ecclesiastic mints—financed wars, built cathedrals, brought food to the
hungry, and extorted privileges from the improvident or overambitious
ruler. Among themselves, they did not use hard cash as much as credit;
their capital was represented by entries in account books and invested in
the inventory of their warehouses. They had to be proficient in reading,
writing, arithmetic, commercial law, the knowledge of merchandise, and the
experience of foreign markets. Some of them had literary and artistic talent;
almost all were politically well informed and, in their cities, politically ac-
tive. By associating with others, they endeavored to spread risks and maxi-
mize profits. In a world where position of birth and strength yielded more
than labor and cunning, the merchant was almost the only one who could
rise from rags to riches through his peaceful endeavors; but he also had to
use force when needed, and—like everybody else—he was exposed to failure.

There were merchants who thrived by local trade, but long-distance trade
normally was more rewarding. In 1300, the most prosperous traders spent
a good proportion of their time on horseback or aboard ship, but the con-
tracting economy of the period of crisis forced them to reduce their dis-
bursements as best they could; it did not pay to travel for modest returns.
Still, mobility remained the essence of commerce, and if a merchant could
not himself follow his wares he had to engage in a voluminous correspon-
dence with business associates. The archives of the Datini business company,
centered in Florence, and still preserved in the pious foundation Francesco
Datini established in nearby Prato to save his avaricious soul (1410), con-
tain more than 300,000 letters exchanged between the main branch and its
correspondents and employees, besides 500 books of account.

One of the most fascinating by-products of travel is the so-called portolan
map. The earliest specimens originated in Genoa, shortly before 1300;
Catalan Jews produced many in the fourteenth century; northern Europe
lagged behind, but became the home of great cartographers by the late
fifteenth century. Made by seamen for their own use, with the help of the
astrolabe and other nautical instruments, these remarkably accurate charts
recorded the continuous progress of discovery; significantly, Columbus
earned his living for a long time by drawing maps, and America was so
named (after Vespucci) by a German cartographer.

Travel, unlike commerce and labor, gained more than it lost by the long
depression following 1350. The disruption of the old routes to “the Indies”
stimulated the search for new ones. Without forgetting what they had
learned from Marco Polo and less famous visitors to the Mongolian Empire,
sailors kept probing and lengthening their voyages over unknown seas. By



1550, while commerce and labor had little more than recovered the ground
lost during the depression, travel had doubled the span of the known world
and, with Magellan, the circumnavigation of the earth had been accom-
plished. The appeal of travel also had considerably expanded. Few people
around 1300 undertook a trip for its own sake: merchants, diplomats, pil-
grams, soldiers, scholars, and peasants moved because they had to. The edu-
cational value of visiting foreign lands was hardly recognized before the
Renaissance: in this as in many other fields, Petrarch was the pioneer in
the fourteenth century, and Leonardo da Vinci, in the late fifteenth, asked
the most pertinent questions. The answers are still partly to be found.

Robert S. Lopez

Yale University
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TOOLS OF THE HOUSE, LAND, AND TRADE

Though the tools available during the later medieval period were by no
means so complex as those of the twentieth century, they were of an
enormous variety and often of an astounding intricacy and ingenuity. There
was also a high degree of specialization in the tools available for each of the
various labors and crafts during the Middle Ages. Many of these tools were
based on prototypes that had been in existence from antiquity and fre-
quently showed little development or change. Nevertheless, certain ad-
vances were made in the invention of new and the modification of old
tools and implements which encouraged social and economic change through
technological development. The principal aspect of this development was
a rising sense of communal participation and division of labor which was
concommitant with a desire to free the individual worker as much as possible
from isolated, time-consuming tasks. Through the technological changes
medieval man was to a great extent able to achieve this goal of greater
mechanization, opening the way for increased productivity in many fields.

Even within the home, where implements of cooking and sewing were,
in essential function and form, unvaried from ancient prototypes, advances
were made. The hand-held spindle and distaff were mounted on a stand
for easier operation; at some unknown date during the Middle Ages, a wheel
was added to the frame; the spindle, connected to the wheel by means of a
band, could be whirled by turning the wheel. Though evidence exists that
such a device was known by the end of the thirteenth century, this mechan-
ical means of rotating the spindle was certainly not generally accepted until
later in the medieval period. It was not until the second quarter of the
sixteenth century that this development was further improved upon by the
addition of a foot treadle to turn the wheel.

Weaving, which was also practiced in the home, was revolutionized com-
mercially by improvements and refinements in the loom. By the thirteenth
century, a horizontal frame, which permitted more convenient operation of
the loom, particularly through the use of treadles, was introduced in Europe.
Further mechanical developments such as wider looms with the addition
of more heddles and treadles, which could be operated by more than a single
worker, allowed greater variety in the patterns of textiles and increased
production. ‘

Craft and farming tools of the earliest medieval period had been made
largely of wood, but with the developing blacksmith trade, between the
ninth and thirteenth century, iron tools came increasingly into use. Though
simple in form and still based on ancient prototypes, these costly and highly
valued implements were often finely wrought. Ax heads, in a proliferation
of shapes, were designed for specific tasks, ranging from felling trees to the
more skilled labor of coopers, shipbuilders, and other woodworkers. In agri-
culture, pruning knives, sickles, scythes, and spades came, also, to be made
of iron. The two most radical innovations for medieval agriculture were,
however, the introduction early in the period of the heavy iron plow to
replace the scratch plow, and the collar harness (which permitted the use
of teams of horses instead of the slower ox teams) to replace the yoke harness.
Both of these devices represented a saving in terms of labor and time and
resulted in improved cultivation of land.

The new utilization of sources of power further altered the pattern of
medieval labor at a relatively early date. Though water-driven grain mills,
and even the more powerful vertical water wheel, were known in antiquity,



A carpenter in his workshop, detail of an illuminated page in Les quatres états de la
société by Jean Bourdichon, France, ca. 1500 (Bibliothéque de I’Ecole Nationale Su-
périeure des Beaux-Arts, Paris).
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only in the late tenth or eleventh centuries was water power applied for other
purposes, such as in mills for the fulling of textiles, where mechanical de-
vices replaced the earlier method of trampling the cloth by foot. Water mills
exploiting the force of the tide also developed in the eleventh century in
sea areas, while during the twelfth century the invention of the European
windmill provided an additional source of power, which, though dependent
on the vagaries of the wind, could be operated in northern Europe during
the winter when water sources occasionally froze. Though rudimentary by
modern standards, these developments led increasingly, during the later
Middle Ages, to the utilization of mills for multiple industrial purposes,
including sawing, tanning, crushing ore, draining and ventilating mines,
producing cast iron, even for the production of pulp for paper.

Thus, though medieval tools were limited in general terms to forms which
had been in use since long before the beginning of the period, advances
were made. Some involved only minor improvements, such as the more ef-
ficient press developed for obtaining the oil from olives and the juice from
grapes; others, such as the development of the plow early in the period or
the invention of the printing press near its end, were of major significance,
both altering the pattern of labor during the Middle Ages and providing
the capability for new industry in the periods following the close of the
Middle Ages. The realization of the potential of mechanical power and the
desire to exploit it, were integrally part of the energetic and exploratory
spirit of the later Middle Ages.



Glassmaking, ink and watercolor drawing in the Travels of Sir John Mandeville, Flanders
or Germany, early XV century (British Museum, Add. Ms. 24189). (Reproduced by
permission of the British Library Board)
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108a. sCISSORS

England

XVI century

Iron, L. 5% inches (13.3 cm)

The Royal Ontario Museum, To-
ronto, 927.28.14

108b. SHEARS

Western Europe

XV or XVI century

Iron, L. 474 inches (12.4 cm)

The Metropolitan Museum of Art,
The Cloisters Collection, 55.61. 43

108c. rPIN

England

XVI century

Gilt brass, L. 214 inches (5.4 cm)
The Royal Ontario Museum, To-
ronto, 927.28.12

108d. rpIN

England

XVI century

Iron, Dia. 1346 inches (3.2 cm)

The Royal Ontario Museum, To-
ronto, 927.28.28

108e. pIN

England

XVI century

Iron, Dia. 2 inches (5.1 cm)

The Royal Ontario Museum, To-
ronto, 927.28.29

Shears and scissors, common imple-
ments in the Middle Ages, were
made in a variety of sizes and
shapes, in materials ranging from
iron to gold and silver. The most
ornate examples were generally for
cosmetic purposes, and expense ac-
counts enumerate not only gold ex-
amples for the use of ladies of the
court, but also sets of scissors, razors,
and combs used by court barbers.
Heavier shears, usually of wrought
iron, were used by professional
tailors and clothes merchants, and
frequently these implements became
the emblem of their guilds. A pair
of scissors identified the tailors’ guild
of Paris, while in England, shears
were carved into the tombstones of
deceased guild members. Scissors
and shears of various shapes are also
frequently depicted on scholars’
shelves or writing desks in panel
paintings and manuscript illumina-
tion of the fifteenth century. The
present examples were, because of
their small size, undoubtedly in-
tended for everyday household use,
possibly for needlework.

Ordinary pins of latten, bronze,
iron, and bone were made in great
numbers and were used for very
much the same purposes as today.
Contemporary expense accounts in-
dicate that royal households ordered
as many as 4,000 pins at a time for
dressmaking. Pins of gold and silver,
often mounted with a single pearl,
were also used to fasten headdresses.
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109. WATERING POT (chantepleure)
England

Late XV or early XVI century
Lead-glazed earthenware, H. 121,
inches (30.6 cm)

The Metropolitan Museum of Art,
Rogers Fund, 52.46.1

Two types of watering pots were
familiar to the medieval household,
of which the present example,
known as a chantepleure, was the
more usual. This pot, derived from
a form known in antiquity, is
shaped like a jug. The handle arch-
ing from the body of the vessel to
the very top of the neck is so placed
that the thumb can easily cover the
small opening. The bottom of the
vessel is perforated with numerous
holes and serves as a sprinkler. The
pot was immersed in water until
filled, and once the thumb was
placed over the hole the water
would not flow. As soon as the
thumb was lifted, however, the
water would sprinkle out of the
bottom. The other type of watering
pot, the English versions of which
were primarily produced in Sussex,
more closely resembles the modern
type, having a sprinkler head on a
pouring spout attached to a can-
nister-shaped vessel. Watering pots
were used to tend not only small
kitchen gardens but indoor potted
plants as well. This example was ex-
cavated in Cannon Street, London,
but its origin of manufacture is un-
certain.

110a. AX HEAD

France or Flanders (?)

XV century or later

Iron, H. 1234 (314 cm), W. 133
inches (34 cm)

The Heritage Plantation, Sandwich,
Massachusetts, 70.18.89

110b. AX HEAD
France or Flanders (?)
XV century or later
Iron, H. 13V inches (34.2 cm), W.
167 inches (40.5 cm)
The Heritage Plantation, Sandwich,
Massachusetts, 70.18.90
Axes, one of the most ancient of
tools, have changed little in shape
or function throughout history.
With the development of advanced
iron-forging techniques in the early
Middle Ages, however, it became
possible to vary the basic forms to
suit specialized needs. Such refine-
ments began to distinguish the
shapes of axes and hatchets used for
land clearing, shipwrighting, coop-
ering, carpentry, and other specific
trades. The ax head on the left is
similar to those depicted in a num-
ber of north French and Flemish
manuscript  illuminations, being
used for felling trees and clearing
land. The unusually shaped ax head
on the right, probably intended as
a single-handed tool, was designed
for the more refined hewing and
shaping required by a carpenter. An
almost identical ax head, with a
slightly different maker’s mark on
the blade, appears in the depiction
of Joseph at his workbench in the
Merode Altarpiece. The descending
sleeve of both these examples, into
which the shaft was tightly inserted
and riveted, appears to have been
a common means of attachment by
the late Middle Ages.
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111. INDENTURE: ENFEOFFMENT OF
LAND

England

1448

Manuscript on parchment, H. 1014
inches (26.1 cm), W. 6 inches (15.2
cm)

The Library of Congress, Manu-
script Division, Wakefield Papers

During the later Middle Ages, al-
though the complex feudal system,
which varied widely throughout
Europe, was no longer the economic
basis of progressive states such as
England, the enfeoffment of land
was still practiced. By this process,
parcels of land which formed part
of a large estate could be granted
by the owner (who was not neces-
sarily of high rank) to free peasants
who farmed it for their own liveli-
hood. In return, the peasants owed
certain obllgatlons, usually in the
form of services and sometimes in
goods or rents, to the lord of the
manor. The land, though occupied
by the peasants, did not leave the
ownership of the lord. The enfeoff-
ment was considered a contract
equally binding upon both parties.
This particular legal document cov-
ers the enfeoffment of a tenement,
or holding, of certain crofts and
land, called Davys and Berkele, to
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William Carston Bekensfeld who, 112. DEED: GRANT OF WATER AND

with his wife, Johane, is “to have
and to hold the said lands” dur-
ing the “t(y)me of [their] bothe
lyfes.” The document further states
that the land then reverts to the
grantors of the feoff. The names of
several witnesses are given, and the
date of the contract, the 20th day
of August in the 26th year of the
reign of Henry VI (1448). A seal,
now lost, was affixed, in lieu of sig-
natures.

The document was an indenture,
as stated in the beginning of the
contract. An indenture, which could
be any contract regardless of the
content, was so called because of
the indented or serrated edge made
by the cutting of the original docu-
ment, issued in duplicate, into two
like parts. As each party to the con-
tract was given one half of the du-
plicate document, the indented
edges of which matched, the inden-
ture served to guarantee the validity
of the contract should it ever be
subject to question. The existence
of such contracts and guarantees in
documentary form (though exam-
ples exist from earlier dates) dem-
onstrates the increasing awareness of
the legal rights of the individual,
whatever his social position, durmg
the late Middle Ages.

FISHING RIGHTS
Northeastern France (Valley of the
Meuse)

1481

Parchment, H. 213/ inches (55.2 cm),
W. 12 inches (30.5 cm)

The Library of Congress, Manu-
script  Division, Mercy-Argenteau
Collection

The game and fish found on mano-
rial property (land held by the lord
and not enfeoffed) constituted a mo-
nopoly pertaining only to the lord
of the manor. Only with his permis-
sion could game and fish be taken
and poaching was severely pun-
ished. This monopoly provided the
lord with a source of income since
he could grant for a fee deeds al-
lowing individuals the right to hunt
or fish on his property.

This deed, in French, dated 24
February 1481, grants water and
fishing rights on the Meuse River
to two individuals. Loren is granted
water rights (grande eawe [eau]),
while his son, Gerair Loren, is
granted water and fishing rights
(eawe et pessirye) for a period of
twelve years by Jacques, seigneur
d’Argenteal. The document, or chi-
rograph, is in a form equivalent to
that of an English indenture: orig-
inally written 1n duplicate on a sin-



gle leaf, it was cut in a straight line
through an inscription which sepa-
rated the two texts, and each like
half given to the two parties to the
deed. As in the case of an indented
edge, the upper and lower parts of
the severed inscription would
match, guaranteeing the validity of
each half of the deed.

113. TABLE FOR CALCULATING EN-
GLISH MEASURES OF LAND

England

Circa 1400

Manuscript on parchment (roll), L.
38%6 inches (97 cm), W. 8%e inches
(9 cm)

Columbia University Libraries, Spe-
cial Collections, Ms. X.510 p. 21
This mathematical roll, written in
English and made of two pieces of
parchment sewn together, was in-
tended for calculating the measure-
ments of farm land.

That such a table was a necessity
for simple computation of land
measurements is readily apparent
from the use of Roman numerals on
the roll. Calculations involving Ro-
man numerals, rather than Hindu-
Arabic forms (which by 1400 had
not reached the general populace
north of Italy), presented great diffi-
culties. A table such as this simpli-
fied computations.

This table shows widths corre-
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sponding to various lengths of a
rectangular piece of land containing
an acre. The first column gives the
lengths in rods and reads: ““This is
the lenght [sic] of the acre of lande.”
The second column gives the largest
number of rods in the width or
breadth (“brede”) of the rectangular
piece. The third and fourth col-
umns give the fractions of a rod in
halves and fourths. The fifth col-
umn gives the number of feet rather
than proceeding to eighths of a rod.

The sixth column gives inches, us-
ing the symbols ~ to indicate a half
inch and ¢ to indicate a quarter
inch. A farmer could, thus, calculate
accurately to within a fraction of an
inch, the width of an acre of land
for which he knew the length in
rods. All that was necessary was to
read from left to right the figures
in the second through the third col-
umns, which followed the number
of the known length in the first col-
umn.
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114, LIVRE DES PROFITS RURAUX
Pietro di Crescenzi

Flanders, Bruges

Circa 1470

Manuscript on vellum (codex), 293
folios, H. 1654 inches (42 cm), W.
1284 inches (33 cm)

The Pierpont Morgan Library, Ms.
M. 232 (See cover illustration)

The emphasis placed upon the
growth and importance of towns at
the end of the Middle Ages has led
to an underestimation of the sig-
nificance of the rural community.
Each town depended equally for its
survival on the supplies from its
outlying agricultural areas and on
its own ability to transform raw ma-
terials into manufactured goods.
The true importance of the agricul-
tural community at the end of the
medieval period lies in its changing
composition and function. Through-
out most of the Middle Ages, the
division of land had been predicated
upon the vast holdings of the feudal
overlords. With the rising power of
the monarchies, the seizing of lands
in the name of the crown, and the
corresponding decay of the feudal
system, land holdings had been in-
creasingly fragmented. With the
emancipation of the peasant class
and the decline of the manorial sys-
tem there appeared an increasing
number of independently owned
farms or rented tracts clustered
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about villages which were often con-
trolled by no more august person-
ages than parish priests or country
squires. It 1s to the seigneurs of this
level that Pietro di Crescenzi,
though his original patron was King
Charles IT of Sicily, addressed his
treatise on agriculture in the first
decade of the fourteenth century.
The numerous later copies of the
treatise attest to its popularity and
to its worth as a manual on farming.
It is based partly on the author’s
own experience in rural living and
partly on writings surviving from
classical antiquity. Pietro di Cre-
scenzi divided the treatise into
twelve parts discussing buildings
and the purchase of land, fertiliza-
tion and planting, field plants and
weeds, viniculture, fruit and shade
trees, herbs, the care of meadows
and forests, ornamental gardens and
shrubs, the care and breeding of
farm animals, falconry and hunting,
and, in conclusion, a calendar of
agricultural routine for the twelve
months of the year. This hand-
somely illuminated copy, made in
the third quarter of the fifteenth
century, perhaps for one of the
Burgundian dukes, is a remarkable
document on rural life of its period.
Its carefully detailed miniatures de-
scribe with scrupulous accuracy the
implements and activities of the late
medieval farm.

115. ALMANAC

England

1433

Manuscript on vellum (fragments of
a roll), 3 folios, L. varies, W. 514
inches (13.2 cm)

The Pierpont Morgan Library, Ms.
M.941

Originally a roll, now cut into three
pieces, this fifteenth-century alma-
nac served much the same purpose
as The Farmer’s Almanac of today.
Like today’s version it contains a
calendar, phases of the moon,
weather prognostications, and house-
hold remedies. The almanac, as evi-
denced by this example, was not for
the scholar but for the landholder
who might not be literate and thus
would rely more on symbols than
text. Only two months of the cal-
endar, November and December,
have survived. Saints’ days are indi-
cated by bust portraits or attributes.
There are tables for the harvesting
and planting of crops, charts defin-
ing the hours of the day and night,
as well as the labors of the months,
all indicated by an appropriate sym-
bol. There are prognostications for
the twelve months in the event of
thunder. The prophecy for January
reads, “If it thunders in the month
of January, it betokens that great
winds, an abundance of fruit, and
battle will come in that year.” The
illustrations for this prophecy in-
clude men in battle, sacks of grain,
and fruit trees. Astrological dia-
grams show the signs of the zodiac, a
zodiacal man with the signs indicat-
ing weaknesses of the body, and the
principal veins for bloodletting. A
final section of the almanac lists
principal events in history and the
number of years that have elapsed
since each, beginning with the Crea-
tion and ending with the coronation
of Henry VI of England (ten years
before). In its curious blend of fact
and fantasy, of religion and super-
stition, the almanac characterizes
the dichotomy of medieval thought.

116a. HAMMER

England

XVI century

Iron, L. 814 inches (21.6 cm)

The Royal Ontario Museum, To-
ronto, 928.17.5

116b. CHISEL

England

XVI century

Iron, L. 51346 inches (14.8 cm)

The Royal Ontario Museum, To-
ronto, 928.17.3

116c. GOUGE BIT

England

XVI century

Iron, L. 634¢ inches (15.7 cm)

The Royal Ontario Museum, To-
ronto, 927.28.43



From ancient times, mallets, chisels,
and gouges were standard equip-
ment of the carpenter’s bench. Chis-
els, distinguished by a flat blade
with a beveled edge, used for par-
ing, shaping, fitting, and finishing,
were either designed to be struck
with a wooden mallet, or pushed by
pressure of the hand. Gouges, with
their curved blade surface, were used
for excavating holes and grooving
and, like the chisel, could be either
struck or pushed. The flat-surfaced
terminus of the present example,
along with its width, indicate it was
designed to be used in the former
manner. The gouge bit, which su-
perficially resembles the gouge, is
sharpened at all edges and was fitted
into an auger, thus used for drilling.
Unlike the spoon bit, which it
closely resembles, the gouge bit was
flat along the bottom cutting edge.
The spear-head terminus was de-
signed to be set firmly in the auger
handle. While wooden mallets were
the more common percussive instru-
ments, iron-headed hammers such as
the present example did exist and
were used in heavier construction,
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