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AMONG THE MOST controversial pieces in the field
of arms is the garniture for man and horse, acc. no.
19.131.1-2 in The Metropolitan Museum of Art,
known as the Armor of Galiot de Genouilhac (Figures
1-3). It has been claimed for the Royal Armory of the
French court,’ the Royal English Workshop (Green-
wich School),? and unknown Italian masters working
either in Milan or in France.3 Being dated—1527—it
would be the earliest datable product of either of the
court workshops, and of key importance in any case.

Literally every single plate of this extraordinary
armor, which has been called the finest in the world,
has been scrutinized and interpreted from the technical
point of view over the years, extensive historical re-
search has been done by sifting through documents
and printed sources, and finally three candidates have

1. Sir Guy Francis Laking, 4 Record of European Armour and Arms
through Seven Centuries (London, 1920) III, p. 230239, figs. 1021 a
and b, 1022, 1028 a.

2. James G. Mann, ‘““Identifying a Famous Armour,” The Con-
noisseur 93 (1934) pPp. 50-53, ill. James G. Mann, Exhibition of Ar-
mour made in the Royal Workshops at Greenwich, exhibition catalogue,
Tower of London, May 22-September 29, 1951, cat. no. 3, pl. 3.
James G. Mann, “The Exhibition of Greenwich Armour at the
Tower of London,” The Burlington Magazine 93 (1951) pp. 379—
383, ill. Claude Blair, “New Light on Four Almain Armours: 2”
The Connoisseur 144 (1960) pp. 240—244, ill. Ortwin Gamber, “Die

emerged as the possible owner: Jacques Gourdon de
Genouilhac, dit Galiot, Grand Maitre de 1’Artillerie
and Grand Ecuyer du Roi de France; Henry VIII,
king of England; and Frangois II de la Tour d’Au-
vergne, vicomte de Turenne. It is thought by those
scholars who assign the armor to Galiot de Genouilhac
that it was made either in the French Royal Armory
or by an Italian master otherwise in French service,
while those who consider it to have been owned by
either Henry VIII or the vicomte de Turenne empha-
size its origin in the Royal English workshops, at
Greenwich.

According to an oral tradition in the family de
Crussol, ducs d’Uzées, the armor belonged to Galiot
de Genouilhac (1465-1546), and it was handed down
in the family until its sale in 1914. It was said that it

kéniglich englische Hofplattnerei,” Jahrbuch der Kunsthistorischen
Sammlungen in Wien 59 (1963) pp. 7-39, ill. Helmut Nickel, “English
Armour in the Metropolitan Museum,”” The Connoisseur 172 (1969)
PP. 196203, ill. Masterpieces of Fifty Centuries, exhibition catalogue,
The Metropolitan Museum of Art, New York, 1970, cat. no. 247.

3. Bashford Dean, “Gilded and Engraved Armor for Man and
Horse,” The Metropolitan Museum of Art Bulletin 14 (1919) pp. 210~
215, ill. Stephen V. Grancsay, “The Genouilhac Armor,” The
Metropolitan Museum of Art Bulletin 29 (1934) pp. 190-191, ill.
Stephen V. Grancsay, The Armor of Galiot de Genouilhac, The Metro-
politan Museum of Art Papers, no. 4 (New York, 1937).
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FIGURE 1

Garniture for man and horse, with jousting reinforcements, tilting breastplate, and bridle gauntlet. Tradi-
tionally attributed to Galiot de Genouilhac, dated 1527. The Metropolitan Museum of Art, William H.
Riggs Gift and Rogers Fund, 19.131.1-2

FIGURE 2 FIGURE 3
Armor of Galiot de Genouilhac, with reinforcing Rear view of the armor of Galiot de Genouilhac
breastplate in place
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FIGURE 4

Drawing of a tapestry once in the castle of Assier. One of the Hercules series, displaying the arms, badges,
and motto of Galiot de Genouilhac. After Vaux de Foletier

FIGURE §

Detail of a rubbing made from the reinforcing breastplate of the

Genouilhac armor, showing a banner with a heraldic animal thought
to be the dragon of Wales




FIGURE 6

Drawing of a standard
of Henry VIII. After
de Walden
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came into their possession through Jeanne de Genouil-
hac, dame d’Assier, Galiot’s daughter, who married
Charles de Crussol in 1523.4 Iconographical proof of
this ownership has been derived from the representa-
tion of four deeds of Hercules on the leg defenses of the
armor. The much-admired castle Galiot had built at
Assier in 1524, and the parish church of neighboring
Lonzac, which he had built before 1530, were both
decorated with reliefs that portrayed—among other
motifs—the labors of Hercules. Furthermore itis known
that there was a series of tapestries with the same sub-
ject in the castle of Assier (Figure 4).5 On the other
hand, it has been pointed out that the emblems of
Galiot’s offices as Grand Ecuyer du Roi and Grand
Maitre de ’Artillerie—the belted sword, the cannon,
and the flaming cannonball—do not appear at all in
the overrich decoration of the armor, although they
were repeated many times in the reliefs of the castle of
Assier and the church of Lonzac, in the borders of the

4. After the death of his only legitimate son, Frangois Ricard
de Genouilhac, in the Battle of Cersola in 1544, Galiot made his
only daughter, Jeanne, his universal heir in his testament of June 5,
1545. After the death of his son-in-law, Charles de Crussol, vicomte
d’Uzés, in March 1546, he added a codicil to his will in favor of his
grandchildren, the children of Jeanne. Her eldest son, Antoine,
was made duc d’Uzés in 1565. Frangois de Vaux de Foletier, Galiot
de Genouillac (Paris, 1926) pp. 101—142. Grancsay, Armor of Genouil-
hac, pp. 32-33.

5. Vaux de Foletier, Genouillac, pp. 119, 122—124, ill., mentions
especially the slaying of the Nemean lion and the Hydra. A sur-
viving drawing of one of the tapestries shows Hercules as a child
strangling the two serpents sent by Juno. Grancsay, Armor of
Genouilhac, pp. 32-33.

6. Mann, “Identifying,” p. 53. On occasion of a visit to the
Higgins Armory, together with Vesey A. B. Norman, Assistant to
the Director of the Wallace Collection, London, we discovered
that the shoulders of the composed armor illustrated on p. 38 of
the Catalogue of Armor, The John Woodman Higgins Armory (Worcester,
Massachusetts, 1961) by Stephen V. Grancsay, bore a border of
cannons and flaming cannonballs in gilt etching identical to that
on the cuirass G 36 in the Musée de I’Armée, Paris.

tapestries once at Assier, and, finally, in the decoration
etched on a fragmentary suit of armor, attributed to
Galiot de Genouilhac, parts of which are in the Musée
de ’Armée at Paris (G 36) and in the John Woodman
Higgins Armory at Worcester, Massachusetts.6

The original owner was said to have been Henry
VIII (1491-1547) for reason of the large size of the
armor and its royal splendor, and especially because
of several extraordinary technical features, such as a
ventral defense, that it shares with a suit of armor in
the Tower of London (II.8) that he undoubtedly
owned.” In addition to this, it has been suggested that
the device on the banner held by a putto in the castle
on the back of an elephant—etched on the right side
of the reinforcing breastplate—is a dragon and was
meant to be the dragon of Wales (Figure 5), one of the
“heraldic beastes” of the king (Figure 6), and, of
course, especially dear to the House of Tudor.? Un-
fortunately, this tiny animal, whose real identity is

7. Mann, “Exhibition,” pp. 379—383. In this article Mann
points out that there is no suit of armor among those known as
having belonged to Henry VIII that could rival the splendor of
the Genouilhac armor. It seems to him unlikely that Henry might
have presented to anybody a finer suit of armor than he owned
himself. Blair, “Almain Armours: 2,” revives the claim of Henry
VIII to this armor and states that only a small portion of the king’s
personal armor has survived.

8. Lord Howard de Walden, Banners, Standards, and Badges from
a Tudor Manuscript in the College of Arms (1904) pp. 1215, 20, 77,
shows “heraldic beastes” used by Henry VIII: lion or and dragon
gules (as supporters of arms of England); “a falcon in its kynd”
holding the royal banner of England; a lion or holding Henry’s
banner with the Tudor rose; an apostolic eagle holding the banner
with Henry’s and Katharine’s badges of the Tudor rose and the
pomegranate; the dragon of Wales on Henry’s standard. It should
be mentioned that in the same manuscript (MS. I2) the dragon
supporting the banner of North Wales is represented as a wyvern,
as shown on de Walden’s p. 22. The shape of the banner topping
the elephant’s castle on the beastplate—square with a streamer at
the upper corner of the fly—is not encountered in England, but is
not unusual for banners in France, Burgundy, and even Italy, and
particularly common in Germany and Switzerland.
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rather questionable, for it might even more rightfully
be called a wyvern, a basilisk, a cockatrice, or even a
griffin, is more than half hidden when the lance rest
is in position, which makes it difficult to claim it as a
mark of identification.

The vicomte de Turenne (1497-1532) was claimed
to have been the owner on the strength of a written
source, the secretary Dodieu’s account of the visit of
two French ambassadors, the vicomte de Turenne and
the bishop of Tarbes, on a special mission to England.
When on March 12, 1527, Henry brought the vicomte

FIGURE 7
The reinforcing breastplate with lance rest in position

to Greenwich ““to see the furnitures and riches of the
King,” the jovial monarch ordered ‘““a suit of armor
made for Turenne like his own, which are said to be
the safest and the easiest that are made.” In addition
to this, and stressing this point, there is usually quoted
from Edward Hall’s chronicle a description of a tourna-
ment held in honor of the French ambassadors at their
arrival: “On shroveste wesdaie, the kyng himself in a
newe harnes all gilte, of a strange fashion that had not
bene sene, and with him viii gentylman . . . came to
the tilte and there run many freshe courses.” The com-
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FIGURE 8
Merknight and mermaid, detail ofa rubbing made from the reinforcing breastplate

bination of these two quotations suggests that the
armor given to the vicomte de Turenne was modeled
after this “harnes all gilte,” assuming that the king’s
armor is lost. On the other hand, the description in
Hall’s chronicle has been used as a basis for proposing
that the Genouilhac armor might be the king’s own
“harnes all gilte, of a strange fashion.”?

No interpretation of motifs of the decoration has been
brought forward yet that would suggest an iconograph-
ical allusion to the person of the vicomte de Turenne,
as was the case with the other two proposed owners, the
deeds of Hercules being linked with Galiot de Genouil-
hac, and the dragon of Wales with Henry VIII.

Though Stephen V. Grancsay in his fundamental
monograph The Armor of Galiot de Genouilhac pointed
out that ““in the case of the Genouilhac-armor the etch-
ing alone may ultimately serve to establish a definite

provenance,’’1° practically no research in this direction
has yet been published, with the notable exception of
an article by Claude Blair,'? in which he observed the
striking similarity of one of the main motifs on the re-
inforcing breastplate—a mermaid and a merknight
(Figures 7, 8) —with figures in the relief decoration in
“Wolsey’s Closet” at Hampton Court (Figures g, 10).
The present study will leave technical and structural
considerations aside and deal only with the decoration
of the armor, its provenance, and the possible signifi-
cance of its iconography.

The entire surface of the armor is etched and gilded,
the decoration comprising a dense network of foliage
mixed with architectural motifs in Renaissance fashion

9. Mann, “Identifying,” p. 53.

10. Grancsay, Armor of Genouilhac, p. 24, note 17.
11. Blair, “Almain Armours: 2,” pp. 242—243.
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and figural scenes.’? The overall effect is very much
like that of glittering cloth of gold, giving an over-
whelming impression of richness and splendor. Han-
dled piece for piece and at thoughtful leisure, however,
the individual elements reveal all the marvelous details
of the decoration.

The most conspicuous motif is on the reinforcing
breastplate: a mermaid and a merknight, as already
mentioned, accompanied by two elephants with castles
on their backs, and surrounded by putti playing with
leashed parrots.’3 On the central plate of the breast-
plate proper, an area that would be covered when the
reinforcing breastplate was put in place, the main
motif is a morris dance executed by seven putti in va-
rious disguises (Figures 11, 12).14 They are hopping
about in the spiral branches of a treelike form that
grows out of a fountain around which a lion, three deer,
and two cranes are assembled, while a unicorn is about
to plunge its horn into the water. On the side plates
are putti watching a cockfight and a battle between
rams (Figures 13, 14).

The backplate displays in its center an arrangement
of two griffins facing each other over a stag’s head sur-
mounting a peacock in his pride (Figures 15, 16). At
the sides, in the foliage filled with doves and other
small birds, are putti chasing hares and cranes with
the assistance of hounds and falcons (Figures 17, 18).

On the shoulder guards are represented a lion con-
fronting a serpent to protect two lionesses (left shoul-
der) and a putto riding a horse pursued by a large
canine (wolf?) and its cub (right shoulder) (Figures
19, 20).

The helmet bowl shows on its left side a centaur
shooting an arrow against a warrior in classical attire;
on its right side there is a wild man with his family.
Putti wrestling and playing appear on both sides and
on the visor (Figures 21, 22).

12. The technique of etching in this case was in what was later
called the “Italian” fashion, whereby the entire surface was cov-
ered with an acid-resistant wax-resin mixture, the design was sil-
houetted by scraping, and details were added within the bodies by
drawing with a needle-pointed stylus. In the “German” type of
etching, the design was drawn in liquid wax with a brush, leaving
the background blank. However, particularly during the first half
of the sixteenth century, it was not unusual for a German etcher to
use the “Italian” method if he desired. Details were filled in with
a stylus in any case. For a detailed description of the armor, plate
for plate, see Grancsay, Armor of Genouilhac, pp. 22-27.
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Putti singing and playing musical instruments are
on the colletin, front and back, surmounted by cloud
motifs, sun, and stars (Figure 23).

On the leg defenses are the deeds of Hercules, already
mentioned (Figure 24). On the left cuish is the killing
of the Hydra, on the left greave the slaying of the
Nemean lion. On the right cuish is the wrestling of
Hercules and Antaeus, on the right greave Hercules
carrying the Pillars of Gades.

The tassets show Mars, Venus, and Cupid (right),
and the drunken Bacchus (left) (Figures 25, 26).

On the horse armor, the chamfron shows putti at
play, the saddle pommel plate shows them riding a
horse, and each of the lames of the crinet is etched with
the head of a different animal: lion, stag, falcon (?),
hound, lioness (?), ram, griffin, lion (Figures 27, 28).

The rest of the plates are full of putti romping in
foliate scrollwork. A noteworthy detail on the cuff of
the tilting gauntlet (Figures 29, 30) shows a putto
being swallowed by a monstrous serpent with a foliate
body and a human profile mask attached to its tail.
Both surviving reinforcement pieces for the joust,

13. These leashed birds have been described as owls by Dean
and as falcons by Grancsay. However, the leashes represented are
much too heavy for falcons’ jesses. Moreover, the bird on the left
side of the breastplate is leashed around its neck, a feature that is
used for characterizing popinjays in heraldry, and its counterpart
on the right side is depicted as trying to climb up the leash in typical
parrot fashion. The bird at the very top of the breastplate bears a
crest of fanned-out feathers and has a curved bill, two character-
istics only a cockatoo would show.

14. The morris dance was not recognized as such in earlier
descriptions.



FIGURE g

Relief frieze in Wolsey’s Closet, Hampton Court (photo: National Monuments Record, London)

FIGURE I0

Lead cistern with relief made in the same mold
as the frieze in Hampton Court. The Metropoli-
tan Museum of Art, Rogers Fund, 69.177

namely, the reinforcing breastplate and the tilting
gauntlet, have in common a moderately wide border
with cherubs’ heads. Probably this was the distinctive
mark of the garniture for its jousting elements, and
could be expected to have been present, for example,
on the now lost grand guard.

In the style of the etching two different hands can
be clearly distinguished. After their most conspicuous
motifs we shall name the artists conveniently the
Master of the Many Animals and the Master of the
Deeds of Hercules.

The Animals Master decorated the cuirass, including
the reinforcing breastplate and ventral defense, and the
helmet, including the colletin, as well as the pauldrons,
while the Hercules Master embellished the arm and leg
defenses, the folds of the cuirass, and the tassets. Of the
horse armor, the saddle plates can be attributed to
the Animals Master, and the chamfron and crinet to
the Hercules Master. Artistically the two masters’ work
differs widely in quality. The crisp designs of the Ani-
mals Master are at the very top of all etched work in
arms and armor, while the Hercules Master was a
mediocre draftsman, whose figures are rather clumsy
and whose foliage is rank and flabby.

The style of the etching has been called French by
Bashford Dean and Italian by most other authors.
Claude Blair suggested that the decoration was de-
signed and perhaps even executed by Giovanni da

83



FIGURE I1

The cuirass with the tassets

FIGURE 12

Rubbing made from the central lame of the breastplate of

the cuirass
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FIGURE 14

FIGURE 13

Rams fighting, rubbing of the right side lame of

the breastplate

Cockfight, rubbing of the left side lame of the

breastplate
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FIGURE 15 (opposite)
Rear view of the cuirass

FIGURE 16

Rubbing of the central lame of the backplate, showing

the date 1527
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Rubbing of the left side lame of the backplate
Rubbing of the right side lame of the backplate

FIGURE I7
FIGURE 18




FIGURE 19
Lions and serpent, rub-
bing of the left shoulder
guard; a second lioness
lying on the ground to
the far right is not visible

FIGURE 20
Horse and wolves (?),
rubbing of the right
shoulder guard

FIGURE 21
Centaur and warrior,
putti wrestling, rubbing
from the left side of the
helmet bowl
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FIGURE 2§
The helmet with colletin

FIGURE 22

Family of wild men, putti
wrestling, rubbing from
the right side of the
helmet bowl
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FIGURE 24
The left leg defense
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FIGURE 25
Mars, Venus, and Cupid, rubbing from the lowest lame on the
right tasset

FIGURE 26
Bacchus drinking, rubbing from the lowest lame on the left tasset

FIGURE 27
The crinet



FIGURE 28
Head of a stag, rubbing from the
second lame of the crinet

FIGURE 29
The tilting gauntlet

FIGURE 30
Rubbing from the tilting gauntlet



Maiano, a Florentine sculptor and ‘“‘graver’ who ran a
very busy workshop at the court of Henry VIII. The
main support for this attribution has been derived from
the similarity between the merknights and mermaids
on the breastplate and at Hampton Court (Figures
7—10). Giovanni da Maiano indeed contributed several
reliefs—“octo rotundas imagines exterra depictas et
deauratas . . . ac similiter tres historias Herculis” —for
Hampton Court, as stated on his request for payment,
dated June 18, 1521.15 Unfortunately, the “tres his-
torias Herculis”” have not survived, and the other eight

15. Blair, “Almain Armours: 2 pp. 242—243, figs. 12-14. The
molds employed for the forming of the reliefs at Hampton Court
were also used for the casting of the lead cistern illustrated by Blair,
fig. 14. It is now in the Metropolitan Museum; see Figure 10 in
this article.

16. L. Maeterlinck, Le genre satirique, fantastique et licencieux dans
la sculpture flamande et wallonne (Paris, 1910) p. 168, fig. 102, illus-
trates a merknight on a misericord in the cathedral of Aarschot
and further mentions examples in Louvain (St. Pierre), Hoog-
straten, Diest, and Walcourt. The merknight from the choir stalls
of the cathedral of Diest is illustrated in Flanders in the Fifteenth Cen-
tury: Art and Civilization, the catalogue of the exhibition Master-
pieces of Flemish Art: Van Eyck to Bosch, The Detroit Institute of Arts,
October—December 1960, p. 250, nos. 81-84: “The subject . . . of
the knight with the fish tail [is] found at this same period [c. 1491]
in the works of Hieronymus Bosch. Combats of marine knights
were popular; they appeared in the program of the festivals organ-
ized on the occasion of the reception of Philip the Good at Bruges
in 1440 and at Ghentin 1458, where were to be seen in the river Lys,
near the bridge close by the meat market ‘sea knights swimming in
the water and fighting with each other’ as reported by an eye wit-
ness, Georges Chastellain (Chastellain, Chronique, 1454-1458, ed-
ited by Kervyn de Lettenhove, I1I, 1864, p. 414).” The merknight
brandishing his falchion juxtaposed with the mermaid combing
her hair is a leitmotiv of Flemish art to such a degree that one can
trustfully look for them wherever a Flemish artist carved choir
stalls, for instance, as far away as in the cathedral of Toledo, where
the pews were carved by “Rodrigo de Alemania.” A merknight
and a mermaid are supporters of an unidentified coat-of-arms on
a pair of andirons (Flemish, fifteenth century) in the Irwin Unter-
myer Collection, New York. See Yvonne Hackenbroch, Bronzes,
Other Metalwork, and Sculpture in the Irwin Untermyer Collection (New
York, 1964) nos. 141-142, pls. 130-131. The sign of the house “In
de zeeridere” at Brussels was used as the printer’s mark of Thomas
van der Noot (Figure 32). The arms of the van der Noot family
appear on the merknight’s shield. See Wouter Nijhoff, L’Art Ty-
pographique des Pays-Bas, 1500—1540, 11, Les Pays-Bas Méridionaux
(The Hague, 1926). The same device was usurped by the Paris
printer Frangois Regnault, as a pun on his name: “régne eau’! See
Ludwig Volkmann, “Von der Bilderschrift zum Bilderritsel,”
Leitschrift fiir Biicherfreunde 18 (1926) pp. 62-82, fig. 7. Two mer-
knights poised as if fighting each other form the clasps of the cloak
of St. Agnes in a painting, now in the Germanisches Nationalmu-
seum, Nuremberg, GM 1634, by the “Meister des Bartholomaus-
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“imagines” cannot be identified, leaving us with no
clue to the personal style of Giovanni da Maiano.
The merknight and mermaid, however, are an abso-
lutely un-Italian motif—an Italian artist would have
chosen a pair of tritons in classical costume instead of
these marine monsters of Late Northern Gothic ex-
traction—but they are virtually a leitmotiv of Flemish
art, to be found again and again in works of decorative
art, such as misericords,’® and in prints and paintings
(Figures 31-33).17 Therefore, the merknight and mer-
maid on the breastplate, since they have counterparts

Altars” (Cologne, 1475-1510). Spdtgotische Kunst am Niederrhein,
exhibition catalogue, Wallraf-Richartz-Museum, Cologne, 1970.
Merknights are found, too—as to be expected—in Netherlandish
heraldry, for instance, in the arms of Calandrin (Flanders), Meer-
man (Rotterdam), Meerman (Leiden), Nerée de Babberich
(Guelders), and Visch (Holland) ; the only Continental occurrence
outside the Netherlands is in the arms of Zweiffel (Rothenburg ob
der Tauber). J. B. Rietstap, L’Armorial Général (Paris and The
Hague, 1903-1926). The arms of the Fishmongers Company of
London, too, have an armed merman and a mermaid with her
mirror as supporters, but significantly the merman is in classical
armor. Charles Welch, Coat-Armour of the London Livery Companies
(London, 1914) pp. 10-11, pl. 12. A very late example of merknight
and mermaid as a pair is to be found on the group portraits of the
officers of the Guilds of St. George and St. Adrian at Haarlem, by
Frans Hals (1616). Here the halberds have blades cut and pierced
in the shape of these figures. A halberd of this type that was used
in Colonial America is no. L 1607 in the Metropolitan Museum.
Bashford Dean, “On American Polearms, Especially Those in The
Metropolitan Museum of Art,” Metropolitan Museum Studies 1 (1928—
1929) pp. 3248, fig. 4.

17. Merknights are especially numerous, and to be found even
along with mermaids, in Hieronymus Bosch’s Garden of Delights,
in the Prado Museum, and on prints by Alaert Duhameel after
Bosch. The typical merknight wearing Late Gothic armor and
helmet—either sallet or armet—is not to be confused with the
triton in classical attire, who came to the North with the Renais-
sance fashion, and by the middle of the sixteenth century had
crowded out the older merknight almost completely. The strange
conception of the merknight seems to originate from the description
in Hortus Sanitatis: “A monster of the see is zytyron ye comonli is
named a merman or merknight & is grete, & out of mesure stronge
& his vper body is lyke an armed man wt a helmet on his hede & a
great holowe shelde hangige about his necke thre square & it
semeth festened wt myghti stronge senewes of his body. he hath
stronge armes and hys hand is ones cloue semynge also yt he hath a
gawntlet on wt .ij. grete figers to put his hadein wherewt he striketh
ryght sore & therefore he ca nat well be take & yet though he be
taken he can nat well be slayn but wt yron hamers.”” Noél Hudson,
An Early English Version of Hortus Sanitatis. A Recent Bibliographical
Discovery (London, 1954) chap. 105. It is certainly a marvel to
behold what the fertile imagination of the illustrators made out of
this very clear description of a lobster!



FIGURE 31
Drawing of a
misericord in the
cathedral of
Aarschot, late xv

FIGURE 32
Printer’s mark of
Thomas van der
Noot, Brussels,
1517. After Nijhoff

century. After
Maeterlinck
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FIGURE 33
Detail of St. Christopher, engraving after Hieronymus Bosch, by Alaert Duhameel



FIGURE 34
Detail with the date 1527, from rubbing of back-
plate

at Hampton Court, might be the first indication of an
English origin for the decoration of our armor, under
strong Flemish influence, which was exactly the case
in the “Almain” workshop of Greenwich under its
master Martin van Royne. The connection between
our armor and the decoration at Hampton Court is
strengthened by a comparison of the putti holding a
garland on top of the roundels with the royal badges
in Wolsey’s Closet (Figure g9) and those in the upper
part of the central lame of the breastplate (Figures
11, 12).

Most of the other decorative elements, such as can-
delabra, profile heads in medallions, and slotted scrolls,
are, of course, derived from Italian prototypes, as is
the case with sixteenth-century Northern art in gen-
eral. However, the execution of the etching itself, the
“handwriting” of the artists, is quite different from
that found in comparable Italian works of art.

Indeed, the actual handwriting of the Animals
Master in his date, ANNO DMI 1527 (Figures 16, 34),'8

18. Up to now the date has been read ANNO 1527, the letters
DMI have been overlooked because they are nearly blocked out
by a rivet.

19. This particular 5 is typical for Lucas van Leyden and
Master DS from Basel, among other artists. Jacques Lavalleye,
Lucas van Leyden— Pieter Brueghel d. A. (Vienna and Munich, 1967);
Elfried Bock, Holzschnitte des Meisters DS, (Berlin, 1924).

20. Friedrich Winkler, eichnungen von Albrecht Diirer (Berlin,
1929) VII, figs. 764~775.
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FIGURE 35

Detail of The Milkmaid, engraving by Lucas van
Leyden, 1510. The Metropolitan Museum of Art,
gift of Felix M. Warburg and his family, 41.1.24

is not only un-Italian in style, but includes a particular
form of the digit 5 that is typical for the countries along
the Rhine, from the Netherlands to Switzerland (Fig-
ures 35, 36).1% Furthermore, practically all of the di-
rectly traceable inspirations for figural compositions
come from German and Netherlandish graphicsources.

The most striking example of this is the use of draw-
ings by Albrecht Diirer for the Hercules scenes on the
cuishes and greaves. These drawings, dated 1511, are
part of a series of twelve depicting events from the life
of Hercules and were formerly—up to their loss in
World War II—in the Kunsthalle, Bremen.2® They
are loosely based upon a set of prints by Giovanni
Andrea Vavassori, detto Guadagnino, in the Kupfer-
stichkabinett, Berlin.z2! Though the drawings served
as models for relief carvings in mother-of-pear]l and
for medals,?2 they were apparently not among Diirer’s
more popular and widely copied designs. They were
never directly and fully transposed into prints, but two
small scenes in the multicompartmented woodcut title

21. Oskar Lenz, “Uber den ikonographischen Zusammenhang
und die literarische Grundlage einiger Herkuleszyklen des 16.
Jahrhunderts und zur Deutung des Diirerstiches B 73,” Miinchner
Jahrbuch der Bildenden Kunst NF 1 (1924) pp. 8o ff.

22. Edmund Wilhelm Braun, “Eine Niirnberger Gold-
schmiedewerkstitte aus dem Diirer-Kreise,” Mitteilungen der Ge-
sellschaft fiir vervielfiltigende Kunst 4 (1915) pp. 37 fI., fig. 4. Rudolf
Berliner, “Franzésische Muschelschnitte,” Miinchner Jahrbuch NF 1

(1924) pp. 26 fL, fig. 7.
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FIGURE 36

Detail of the arms of the Holy Roman Empire surrounded by the arms of the Swiss cantons, woodcut by
Master DS, Basel, 1507. After Bock

frame with the life of Hercules by Anton Woensam von
Worms, first published in Cologne in 1524,23 were in-
fluenced by these drawings (Figure 37).

The master who designed the compositions for the
Hercules scenes employed the intriguing method of
mixing elements taken from different figures in Diirer’s
drawings with details from the woodcut. A character-
istic example is the slaying of the Hydra (Figure 38),

23. Albert Fidelis Butsch, Die Biicherornamentik der Renaissance
(Munich, 1921) pl. 84. A. F. Butsch, Handbook of Renaissance Oma-
ment: 1290 Designs from Decorated Books (New York, 1969) pl. 91.

where the bat-winged monster with its doubly curled
tail and its chopped-off heads lying on the ground was
rather faithfully copied from Diirer, though reversed
(Figure 39). The wild tangle of the serpents’ heads is
somewhat simplified, perhaps suggested by the straight-
ened-out version in the woodcut. The upper portion
of Hercules’s body was taken from the drawing The
Abduction of Deianira (Figure 40), but the position of
his legs corresponds to that in the Hercules Taming
Cerberus (Figure 41). Interestingly, Hercules in our
etchings carries a mace instead of the knobby-headed
club seen in the drawings; the Hercules in the woodcut
brandishes a mace too.
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FIGURE 37
Detail of title page with Hercules story, woodcut by Anton Woensam von Worms, Cologne, 1520. After Butsch

FIGURE 38
Hercules slaying the
Hydra, rubbing from
the right cuish



FIGURE 39
Hercules Slaying the Hydra, drawing by Albrecht
Diirer, 1511. Formerly in the Kunsthalle, Bre-
men (photo: Kunsthalle, Bremen)

FIGURE 40

The Abduction of Deianira, drawing by Albrecht
Diirer, 1511. Formerly in the Kunsthalle, Bre-
men. After Winkler

FIGURE 41

Hercules Taming Cerberus, drawing by Albrecht
Diirer, 1511. Formerly in the Kunsthalle, Bre-
men. After Winkler
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Thekilling of Antaeus (Figure 42) conforms basically
with Diirer’s drawing (Figure 43), with the exception
of the position of the dangling legs of Antaeus, which is
much closer to that on Woensam’s title page.

The carrying of the pillars (Figure 44) corresponds
to Diirer (Figure 45) in all major points, except the

FIGURE 42
Hercules wrestling with Antaeus, rubbing from the left cuish

figure of Hercules is somewhat simplified, for instance,
in the position of the head; in addition, the pillars ar<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>