
INFORMATION TO USERS

This manuscript has been reptOduced from the micrOfilm master. UMI films

the text directly from the origi....1or copy submitted. Thus, sorne thesis and

dissertation copies are in typewnter face, while others may be from any type ~

computer printer.

The quallty of titis ntproduction la dependent upon the q_11ty of the

copy submitted. Broken or indistinct print. coIor8d or po« quality iHusbalïons

and photographs, print bleedthrough, substanderd margins, and improper

alignment can adversely affect ntprOduction.

ln the unlikely event that the author did not send UMI a complete manuscript

and there are missing pages, these will be noted. Also, if unauthorized

copyright matefial had to be removect, a note will indicate the delelion.

Oversize materials (e.g., maps, drawings, cherts) are reproduced by

sectioning the original, begiming at the upper Ieft-hand corner and continuing

from left to right in equal sections with small overtaps.

Photographs indudecl in the original manuscript have been reproduœd

xerographically in this copy. Higher quality 6- x 9- black and white

photographie prints are available for any photographs or illustrations appearing

in this copy for ., aclditional charge. Contact UMI directly to order.

Bell & Howell Information and Leaming
300 North Z8eb ROIId, Ann Arbor, MI 48108-1346 USA

800-521-0600





•

•

The Lady and the UgicQm: The iCQOQpapby of IQve iD a series of 6fcecolh-cepwl)" rapcsgjes

By

Katherine TIsley Sowlcy
Department of Art History, ~kGilI Universiry

:\ rhesis submitted rD the Faculty of Graduare SnJdies and Rcsearch in partial fi.dfilmenr of the
requiremenrs of the Degree of ~lasterof Arts.

© 1998



1+1 National Library
of Canada

Acquisitions and
Bibliographie SeNices

395 Wellington Street
Oftawa ON K1A 0N4
canada

Bibliothèque nationale
du Canada

Acquisitions et
services bibliographiques

395. rue Wellington
Ottawa ON Kt A 0N4
Canaâa

The author bas granted a non
exclusive licence allowing the
National LibraI)' of Canada to
reproduce, loan, distribute or seU
copies of this thesis in microfo~

paper or electronic formats.

The author retains ownership of the
copyright in this thesis. Neither the
thesis Dar substantial extracts from it
may be printed or othenvise
reproduced without the author' s
pemusslon.

L'auteur a accordé une licence non
exclusive permettant à la
Bibliothèque nationale du Canada de
reproduire, prêter, distribuer ou
vendre des copies de cette thèse sous
la forme de microfiche/film, de
reproduction sur papier ou sur format
électronique.

L'auteur conserve la propriété du
droit d'auteur qui protège cette thèse.
Ni la thèse ni des extraits substantiels
de ceUe-ci ne doivent être imprimés
ou autrement reproduits sans son
autorisation.

0-612-50573-1

Canadrl



•

•

TABLE OF CONTENTS

ACKNOWLEDGMENTS _ _ 1

ABSTRACTS••..•••••••_ _ _••••••••_•...•••..••••.•••••••••...2

L INTRODUCTION _ 3

RE\lE\\' OF LITERAn..:RE _ 3
PRoroS.·\L............................................•........•........................•...............................................•.........•... Il

IL DESCRIPTION AND INTERPRETATION _ ••••••••••••.••••••••••••••••••••••••••••• 14

MIllE FLECRS T.·\PESTRY ..\.'iD THE L.-\DY .-\.. 'U TIŒ U~lCOR.'i 14
THE ~{E.-\.~\a~GOF THE SCEXES.....•..•...............•........................................... _.......•.................................. 17
THE [CO~OGR.-\PHYOF LOVE .....................................................................•.......................................... 21
AR..\fES ET A.\fOl."RoS .............................................•....................................• _.......•....................•.............25

IlL THE PATRON _•••••••••••••••••••••••••.••••..••••••••••29

LEVISTE FA.\fILY HISTORY ..\.'iD JE.-\."'i LEVISTE'S BlOGRAPHY 29
NOBILITi' ~ TIrE L\TE MIDDLE AGES 35
I~{AGES OF ~OB[LITI'.............•...........................................•.......................•................................•.........~1

IV. WOMEN _ _ 9

THE GWRIFlCATION OF WO~{EX................................................................•.......•..................................~9

THE PERFF.CT NOBLE WIfE 55
A \VEDDP.'G? ...........................................................................................•..........................................61

V. CONCLUSION .......................•.............................................................._ 64

ILLUSTRATIONS

APPENDIX 1

BIBLIOGRAPHY



•

•

ACKNOWLEDGMENTS

lllÎs thesis would not he complete widl0ur me expression of my mast sincere gratirude and

apprceiatian ta rlle inrerlibrary laan service for irs hclp in fmding what aften sccmcd impossibly

obscure references; to Bernard Cracasky far his gcnerosity and computer know-how; my husband,

~icolas Carboni for his clerical abilities, coping skills, and patience; and, ofcourse, my advisor,

ProfessaI' flans J. B6ker for his continuaI encouragement, advice, and grCüt knowledgc.



•

•

ABSTRACTS

The ,rJ'1JlI.f of literature on the La4J' a1ld the U1lùrJm tapcstries has most often focusscd on

technical/stylistic aspects or attempted to explain the iconography of mis work with lime definitive

consensus in either domain. An informative clement in me histary of rhis problematic work is the

patron, who played a primordial raIe in the artistic process of the lare Middle :\ges. .:\lthough rhe

patron ofour subject has been identified as Jean LeViste and rus personal and fumily hisrory is

reIati\-cly well-documented, few attcrnpts have been made ro place this work in the conrext ofhis

rc.ùiry. :\n investigation of the figure and his milieu will cerrainly benefit our understanding of the

thernes of heraldic display and courtly love mat are most often proposed to interpret our work. The

parron's situation will bring us ta a new level of inteq>ret'ation in this work - me glorification of

women - which, like the other themes represented throughout this series, served dle intercsts of the

patron and reflected rus reality.

Le cotpus de littérature sur les tapisseries dites de La Dame li la !J~7Jme se limite pour l'essentiel à

l'exploration des aspects techniques ct stylistiques ou à l'explication iconographique de cette œuvre.

Ln clement important dans l'histoire de cette œuvre problématique est bien sûr le commanditaire qui

jouait un rôle primordial dans le processus artistique de la fm du ~foyen Age. Bien que la figure

derrière ces tapisseries fiit identifié comme Jean Le\~sre et que son histoire personnelle et familiale

soit assez bien docwnentée, peu de tentatives ont été entreprises afin de resiruer cette œuvre dans le

contexte de son créateur. Cne investigation de ce personnage et de son milieu approfondira sans

doute notre compréhension de la rllématique de cette série, soit l'héraldique et l'amour courrois.

Cette érude du commanditaire nous menera ensuite à un niveau d'interpretation inédite - la

glorification de la femme - sujet qui sen·ira les intérêts de Jean LeViste en reflètant sa réalité.
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1. INTRODUcnON

:"fedieval art rarely provides its studenrs with easy answers; it is morc often than not

impossible to solve the mysteries of who, whar, where, why, when and how that surround the

production of a work. On the one hand, wc are simply lacking in documentation which \\415 cither

nevcr produced or has been the \-ictim of ncgligence, disaster, or rime. On the other hand, the

~1iddlc Ages often seem infini tely rcmoved from the modem mind, and despite the realism with

which that world was aften depieted, it is difficult tadar ta apprchend the me-ming or circumsranccs

of medic\°al imagery. The Lat!J. and lht Unùvm rapestries (figures 1-6), although among the mast

popular and well-known works of the late Middle Ages in France, are no exception to this Me and

arc perhaps one of the best examples of the difficult rask that lies in undersranding medieval art.

Rcview of Literature

TIle lAd]' and!he Unùvn! rapestries wcre unknm."n ta the art world unril the nineteenth

ccnrury whcn the work slowl] emcrgcd from the shadaws of abscurity.l ~(ention was first made br

the historian Jouliettan in 1813, when he noted the existence af <CTurkish" tapes trics housed in the

Cllâreau de Boussac in France's Creuse region. The tapestries discreetly becarnc the property of the

municipality when dle castle was sold and converted into the local J·Otl.f-priftctUf? in 1835. July of 1841

would be the beginning of national interesr and cancem ta preserve this treasure, as Prasper

~[érimée, then inspector for the Commission of Historie ~[onumenrs,suggesrcd that the Royal

Library of King Louis-Philippe acquire this masterpicce which was placed for the inrerim at the

.-\ubu~~on rapestty' works. \X'hile the governmenr haggled ovec purchasc and resroration of the work

with irs champion ~/[érimée, the rorrumtic spirit af nineteenth-century France was enchanted by the

poetie irnagery of the LAdy tl11d the Uniront thanks ta George Sand's \'drious descriptions in her 1844

novel~, in an article in L'Illustration from 1847, and again in the novel Autour de la table

publishcd in 1862. This treasure finally found an appropriate home when ir \VaS acquired br the

~fu~ée de Ouny on July 17th, 1877 under Edmond du Sommerand, and the fallowing year, the !.AdJ'
and the U1llrom "'-as displayed ta dle world as an example of Aemish tapcstty at Paris's E.-..:posilion

Cf/ùrerreUe.z Gallic pride. however, refused to allaw credit far this work ta he usurped. whiIe

1 This abbrcviated chronology is indebted to the thorough research and documentation that .\15. Joubert gjvcs
on the course of our wode through the 19th ccnnuy. F. Joubert:. La Tapisserie médiéyale ay Mysée de Guny.
Paris: Éditions de la Réunion des musées nationaux, 1987. p. 66-73.
2 S. Schneebalg-PcreIman, "La DfDfIt li fg !iœme a été tissée à Bruxelles," ('J37.eUç de" &:au.~ Arts. Tornc L~
~O\oembcr1967, p. 253.
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inrellecrual insariery dcmanded a better undcrsranding, and art historians begm ra cIarify the mystery

of what seemed ta he an entirely unique specimen of lare medieval tapesrry.

Relying on the ooly infonnation available - the last known location of the wock in the

Creuse region and its alleged Aemish production - art historians at the end of the nineteenth and

beginning of the rwentieth cenruries atternpted ro dercnnine the LJdy and the U,ricom's "nationaliry."

Referring ta a 1422 inventocy oftapcstry belonging ta Charles VI, the eminentJules Guiffrey found

an explanation for the series which \\·ould have been of the same famùy as certain tapissen'es à la marche

cited in the royal accounts. Confusing this reference to low-v.-a.rp rechnique with a geographical

refeœnce to the Marche region of France, Guiffrey attributed the l...ady and the U"ùvm ra local

workshops of Aubusson located, like the Château de Boussac, in the Creuse} As the Aubusson

tapestry works were not active until at least the late sixteenth cenrury,4 Mc. Guiffcey saon cerracted

his theory, only ta adapr the equally specious proposai that the l...tJtJy and the U"ùv,.,r was the produet

offolkloric nomadic weavers of the Loire Valley, suggested in 1908 by Nlarquet de Vasselot.5 Omer

tapestry centres, such as Toumai,6 were proposed, while a local tradition in the Creuse region gained

popularity for its exoticism: given the oriental flavaur of the lady's luxurious fashions and the many

crescent moons depieted thraughout the series, the work was believed ta have been brought from

Turkey by Prince Zizim who semed in France while exiled by his brother Sultan Bazajet II.' The

whimsical fanrasy of this legend \\<45 too naïve even for the romantic temperament of George Sand,

who recognised that ~1e croissant n'a rien d'essentiellement turc" and is found "sur les écussans d'une

foule de familles nobles en France.'>S In effecr, the origins af this work wece not ta be found in the

mysterious Orient, and the very prominent heraldry that figures throughout the series provided the

first valuable clue to the histocy of the lAdy and the UfIicom.

In 1882 George Callier and Edouard du Somerand identified the scarlet banners decorated

with three crescents on a blue band as the anus of the leViste tàmily of Lyon which had risen

through the ranks of society thanks to initial wea1th from commerce, distinguished careers as jurists,

and successful marriages with noble women. ,o.'\s no other family is known to have bome these arms

d'a!?!ir à la band rossue de gllell/es, (h~ù de trois croiSJ"t11tts montmrls d'a'1.e1l1,9 the patronage of a member of

the LeViste family is one of the few uncontested aspects of the L:zdy and the Unicom. However, given

the size of dUs veritable dynasty of jurists (AppendLX' 1) and the lack of documentation on the work's

3 S. Schneebalg-Perelm~ ..L:z DlJR1e ri la licorne:' p. 254.
4 F. Salet, «Chronique - Tapisserie: La Dll11It et la licorne, Oeu,,·re Bruxelloise:' Bulletin ~fQnumental cx.~'I,

1968, p. 104.
5 S. Schneebalg-Pere1man, "La Dtmle fi la licome," p. 254.
6 F. Duret-Robert., "Tapisseries: Lt.z Dame fi la iCOf1lt," Connaissaoces des Am, JuIy 1974, p. 32.
7 F. Joubert, La Tapisserie, p. 77.
8 S. Schneebalg-Perelman, ccLI D411It fi la !itonte," p. 253.
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execution, it is \'irtually impossible to respond with certainty to any question surrounding the

CfC<ltion, existence, Dt" history of the La4Y and OH UnÙVT71. Fornmately, art history does not dcpcnd

entirely on wnuen sources and a work ofart is never an isolared example, despire Henry .\lartin's

declarntion that our rubjecr represents a W1Îque specimen related. to no other tapesrry. la The Lat!Y
and the CniLTJm is obviously relatcd by its background motif to every other example of French milk

fltl/rs rapesrr:-. Furthermore, comparisons with works other than topissems à fond dejkuntUs have aIso

demonsrrared considerable rechnical and stylistic similariries which have brought researchers ra agree

almosr unanimously that our wock ""-as produced in the famous '\vorkshops oflate fifteenth-cenrury

f-l anders .11

:\ comparison of the LJt!y (V/d the Ufll~TJnt wim ,'arious Rernish rapestries, such as the

"Penelope" fragment (figure 7) from a Femmo' 111JISlns senes commissioned by ~fary of Burgundy for

Ferry de Ougny in the carly 1480's,12 the Heraldi,' TaptSl'J' ofPhilippe k &11 (figure 8) produced in

Brussels,13 or the History ojPersetls tapesrry (figure 9).H reinforces the theory that the Lat!;' and lhe

C1/l~TJT7/ is the produet of one of Randers' thriving rapeStry centres. Randers, however, is a very

gcneraI rerm, referring ro the entice Southem ~etherlandswhich counted nwnerous tapestry centres

in the fifteenth century, such as Arras, Tournai~ Brussels, Bruges, and Lille, me importance and

influence ofwhich ar the rime are difficult tG apprcciare \~tith few conternporary accounts of the

tapcsrry industry.

Furthennore, the acrual weaving practices of the rime confuse the "nationality" of a work,

fOf fluid artisric exchange among ciries \\-'aS one of the most \;ral aspects of the fifteenth-cenrury

rapesrry indusrry.lS Cartoons and models circulated among workships (and among media); we-avers

\"'ould migrare from one town to another following ernployment; workshops would practice

subcontracting when faced with an overwhelming demand. Efforts to attribute the LadJ' and the

C'U~'TJT7/ ro a givcn tapesrry centre have proven difficult and always lack the most necessary proofof

documentation. Hi The most wc seem able ro do, then, is to consider the specifie rechnical traits ofour

\vork and to idenrify which rapestry centres active at the end of the fifteenth cenrnry pracriscd those

fi .\. & C-M Aeury, Le Château d'Arq (Saône~t-Loiœ)et seS Seigneurs, ~fâcon: Protat Frères, Imprimeurs.
1917, note 1. p.53.
10 H. ~1artin. "La Dume ri la li(()f71e," Mémoires de la Société nationale des antiQuaj[Ç" de France, ~umber 1.
\'olume 77. 1924-27. p. 160.
11 Jean-Bernard de Vaivre, "Messire Jehan LeViste. Otevalier, Seigneur d'Arcy ct sa tenture au lion et à la
licorne:' BuUetin Monumental. Tome 142-IV, 1984, p. 397.
1-" .\1 Càck-Kuntziger, "lrn Chef-d'oeuvre inconnu de Maitre de La Dclfl/e ri la licorne." Re"ve Belge d'an:héo)Qgie
ct d'Histoire de l':\rt. Volume 23. 1954. pp. 4-5, 13.
13 S. Schneebalg-Perelman, ccLa Dt11'1It à la liconu:' pp. 256-58
14 .\1. Crick-Kuntziger. "Un Chef-d'oeu"-re inconnu:' pp. 5-11.
15 A. Erlande-Brandenburg, /4 D""e ri 4J /jcrmK, Paris: Editions de la rèunion des musées natiooiaux. 1978. s.p.
16 ~1. Crick-Kuntziger, Marthe. "Un Chef-d'oeuvre inconnu:' pp. 3-20. S. Schneebalg-Perelman. «La Dcl11It ri Id
licorne." pp. 253-278.
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techniques, a monstrous rask that would require a completely indcpendent srudy. .\[oreover~ the

fallibility of SUdl an approach and the impossibility of a precise answer to this quesrio~ again~ rcsults

from the open and continuai exchanges berween rapestry producers, for artists could be

commissioned to work in a neighbouring ciry that did not praetice a desired technique, as the high

warp weaver Je-.ID de Haze was sununoned from Lille to Brussels by Philippe le Bon in 1466 in order

to produce his large heraldic tapestry todar located in Bern. l7

The categorisation of a tapesrry as one "nationality" or another is further complicated, for

flcmish weaving does not necessarily imply that an original design or a given style is Flemish, as is

demonstmted br a doser comparison het'Ween the Lady and the Ul1ùr;m of'1-learing" (figure 2) and

her sister "l'enelope" (figure 7). Despite the similarities between the Nm female figures and VarlOUS

det"ails in the two weavings~ these t'dpestries are dearly not the work of the same anist. 111e Lady and

the CmàJT1l, like the His/ory ofPersms (figure 9) and the Hm!/ ofthe U1tùom, illustrates the intelleetual

grace, clarity, and elegance proper to French art of this time and is quite foreign to the heavier realism

of the \'ery Aemish "Penelope."18 _-\lthough prdctices are poorly documented~ it seems that tapestry

production invoh-ed a complex process and a number of individuals who c-.lch contributed to the

work's final appearance.

111e first step in rapestty production involved the design of small-scale cartoons which could

range in complexity from the simplest indications to a fully detailed composition. The prelîminary

cartoon would he elaborated \Vith anr necessary derails and enlarged ïnto a full-scaJe model which

would serve as a guide in the ftnal weaving process. Thesc rhree steps - cartoon~ model, we-.lving 

bring us ta the ficst difficulty in appreciating the technique and style of a t".lpestry, for a considerable

numher of people - the car'toonisr, the modelist, and the weavers - would all ha\'e an effeer on a

tapesrry's outcome. \l/ith thesc seant details and a signifiant lack ofdocumentation on local

practices and technique we cao imagine the various team5 thar might he responsible for creating a

monumental work in wool. Sometimes, the canoonist and modelist \Vere one and the same person;

cartoons cauld he re-used and updared by a workshop dcaughtsman who mighr even he responsible

for the final model; less adept weavers would work on simpler passages lea\'ing the mosr complex or

important details for their most skilled colleagues. \"nat is more, the specifie wea\;ng technique

employed by an artisan - high- or low-warp - could also alter a composition's appearance from its

cartoon and model.

:\t this final stagc~ a certain degree of (artistic) freedom could he afforded the weaver

dcpending on the foon of his loom. The low-warp technique involved a horizontalloom under

1:" J. Lestocquoy. Deux Siècles de l'Histoire de la Tapisserie Cl 3Q1-15(()) : Pari~. Anas Lille Tournai Bruxelles.
:\rras: ~{émoires de la Commission Départementale des Monuments Historiques du Pas-de-Calais. 1978, p.
Il G.
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which the full-scale mode! was placed, a1.lowing the we-aver to reproduce an exact capy. The high

warp tedmique (of the La4Y and the Uniconr), which ernplayed a \"erticaI loom, distanced the WC".lver

from the mode! and, mus, provided this ftnal anist with much more liberty ta execute the work. The

design oudine and coloue indications would he direcdy traced omo the warp thre-dds, while the modcl

was placed behind the weaver ra sen"e as a guide for general consulration. The weaver cauld even be

responsible for me addition of minor details, such as the flowers and animals that chacacterise nrille

j1eIlTr tapes tries. This process seems ta have been standard thraughout Europe of the late ~{iddle Ages

and the Renaissance, from Jean Bondol's Apoca/pyJ"e series (1374-80) ra Raphael's A,ts 0/the Apos-J/es

(1516-19) and beyond. These tapestry landmarks owe part of thcir rcnown bath ta the fact that ther

are among the rare examples for which cantracrs remain to document the narnes of the famed anists

who designed thern. Hawevee, the intervention of various personaliries and capabùities in the entÎre

production of a t"àpestry shows not onIy that rapesrry was the result of a complex process, but also

that it is difftcu1t to determine who the "artisrsu responsible for such works were. In addition to the

technical mysteries surraunding its production, the LuiJ' a/rd the (J,aconr is stylistically campiex, for the

many similacities (superficial and significant) beN;cen it and other works make il' casy tu cstablish il'

within a considerable "family" of works in various media, while the sophistication of the

compositions would seem ta indicate the involvemenr of an arrisr ofgrc-.lt talent.

Perhaps, the J....a4y and the U,rùëJnr is the wark of one of the painrers who served the royal

courtS in the Loire Valler as France hegan to regain ifS anistic prestige from Burgundy after the

defeat of Charles the Bold at Gr.mdson in 1476. Given the importance traditionally assigned to the

amsrs of the Loire at this rime and the LeViste family's ries ra the Bourbonnais region, we may

suggcsr a personaJiry - though vague - such as dIc ~fasterof ~loulins who rruly provide useful

srylistic similarities \\--ith our work. In effecl', this masrec's wark (figures l(}a & lOb) demonst1ëltes

similar attention to the luxurious detail of contemporary fashian and a sensiti'\;t}· ro aristocratie

personaliry, while his angels and Virg1n ~fary are of the same graceful, dreamy type seen in the Lad.J.
and the U11lCom. However, the limited oeuvre that can he attributed to the ~laster of yloulins is

certainlya handicap, and, on doser inspection, the fewexamples that we do have are only

superficially related ta our tapestr}" series. \~le may flOd more convincing and significant relations in

the flourishing Parisian artistic communiry, often overshadowed by the importance attributed to the

royal artisfS of the Loire Valley, but equally producti,re as the courts and the source ofa wealth of

works in various media which, like tapesrry, depended on cartoons and models. 19

It is in the rejuvenated French capital that Geneviève Souchal daims our anist is ro he found,

and rhrough an extensive examinatian ofworks cavering a major portion of artistic production in

18 S. Schneebalg-Perelman, "u DclRJe ri la Ikorne," p. 275. G. Souchal, "Un Grand Peintre," pp. ""-49.
19 G. Souchal, "Un Grand Peintre," p. 36.
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Paris of the lare fifteenth and carly sixteenth centuries, she establishes the ~1{l,re of the hypotheticaI

"'\(aster of the H/l1tt olt/x U1!iconl' who would have been the most influential artist ofhis tirnc.20 His

\-asr production would have spanned appmximarely thi~~ years (c. 1480-1510) and rouched a wide

\-aciety of media, most notably in illwninatio~tapestry and the grAphic arts. His wide Parisian

clientele would have included the many adminisrrators and jurists who sen-cd the kingdom in the

capital, as weIl as the most important printers of the day and even royal personalities such as Anne of

Brirrany. In cffec4 our appreciation of the Lœ!>' and the Unicoms style is enhanced particularly br

comparisons wirh contemporary production in media that also employed cartoons and models

(figures 11-16), and ~ls. Souchal's exhaustive study constitutes a stylistic fumily for our tapesrry that

includes the previously seen HislOfY 0/PersellJ-. certain panels of the Hlm! ofthe L'nicont series, a grear

number of engravings, and even examplcs from a foon as foreign as païnted miniarure.

Despite the convincing similarities hetween 50 many wocks, this study has becn criticised for

dlC boldness of attributing the majar portion of artistic production for a span of thirty years ta one

man: these many rescmblances and repetitions cauld simply represent a styiistic school that

prcdominated in Paris at this rime.!1 \'\-ben we cansider that the comman dcnominator among me

majoriry ofworks included in the "Master of the Hunt ofthe Unicom 'l' corpus is the use of cartoons

and models in production., it seems possible, men, mat one man was responsible far dUs vast

repertoire, but that his work ",,-as renowned and spread thraugh the circulation and re-use ofmodels

eimer produced by him or capied from particularly well-kno\Vtl works. Such an artist could he

direetIy responsible for the original modeis of the lAdy and the U1llÎ:'Om, as French tapestry production

of our period depended on designers (celebrated painters for the most important works) ~no would

prm-ide the basic indications far main figures and details which would eventualIy he projeeted into

cartoons elaborated with millejlef(rJ, animaIs, and minor details designed by a draughtsman emplayed

br the workshop.2Z

TIle repeated use ofmotifs throughout the Lufy and the Cnicom, such as the rabbits, the weaseI,

and the lion rub, seems to ilIusrr.ue the workshop's free use of standard or aIder mode1s in the

elaborarion of a work. \'\-ben we compare our rapcstry' ta different l1Iil!e fleJ{f'S examples we fmd that

re-use occurs hetween different series: the unicom af the panel kno\vn as "Sighr'2,3 (figure 4) seems

to have been eut and pasted onto the panel of the "Cnicom Captive" in the OoÎSters (figure 14).

10 G. Souchal. "Un Grand Peintre." pp. 22-49.
:1 :\. Erlande-Brandenburg, "Communication sur la tenture de La Dame J la /icume." Bulletin de la Société
nationale de.. antiquaires de France, 1977, pp. 166-67.=J. Jobé (ed.). P. Verlet, M. Aorisoone. A. Hoffmeister. & F. Tabard, The Art ofTapesrrr, Translared by Peggy
Rou,'ell Oberson, London: Thames & Hudson, 1965. p. 28.
~ \'Ve shall refer to the La4J mtd the UmeumsÎndi,;dual panels according to the rides assigned them at the Musée
de Ouny and based on .\- F. Kendrick's inrerpretation of the series as an allegory of the phrsical senses \\-ith an
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Other cxarnples illustrate the widespread use ofdirect copying of standard models that obscures our

general appreciation of the style of rapestty: the male figures secn in the l1Ii&./kil" panels of &at/mg

(figure 17) and the ClJI1tm (figure 23) seem [0 he twills, while the servant in the Departlt1?for the HNnL

(figure 21) has been woven from Albœcht Dürer's engrnving of The Six 1l7aniorr.

Given the unremarkable quality of its thread and the absence of pœcious metals, the Lady llIId tIH

U"icom would have fetched a relative1y modest priee, unlike a work such as the fUraidic Tapestry of
Philippe k Boni (figure 8) in which the gold and sùver threads are a ffi2terial reflection of the princely

patron)s extraordinary wealth.z4 Thus, we wonder if the 1.Ady and tJJe Ullicum W3S an original wor~ or

was il, like the St:tlltfjm", Stignel/ml lift (fagures 17-22) in the Musée de Guny or the O1âte-du

d'Angers) Conan (figure 23), rather a product of the cut-and-paste method that produced a variety of

less expensive 11IiUtjlnIrr rapestries popular with wealthy or ennobled bmghers?25 It would requite

significant wealth and considerable prestige, perhaps even royal connections, to commission a

renowned artist to execute an original series. Yer, the 1JJi!I and lk UlIitom far surpasses these other

more mediocre works for the clarity of its line, the richness of its det3il, and the logic of its

composition. What is more, like the HU'llIdic Tapstry ofPhi/ippt k BD" the J....a4y ami the Uniœnz is also a

reflection of the srams, wea1th and nobility of its patron. On a most basic level, the noble language of

heraldry seen in every panel of the series attaches the material and symbolic content of these six

scenes te its patron.

The Lady and the UnitoT7l is the only remaining example we have of such a mélange of heraldry

and imagery, as most ",i&JkNrs works were either pure1r annorial or represenrational.26 However,

given the important raie srandardised mode1s played in rapesrry production, if: is possible that such li

scheme was a common t3pestry format which simply required the weaver to replace the anus

represented with those of the persan who paid for the work. Nonetheless, this particular imagery

(despite its superfieial re-uses) presents six mesmerising and original vignettes te he visual1y

associated with the f.unily anns that are an integral part of these very scenes. Who, th~

commissioned the La4J altd the Ullù'Of7f?

We have already identified the anns that are repeated throughout the work as those of the

LeVISte family, notable in the fifteenth and sixreenth centuries for their great wealth and highly

successful careers in the French royal administration, and notable taday for the relative wealth of

documentation and research that retraces their dynastie rise in Lyon and ParisP The nen step in

introductory ofconduding piece. A. F. Kendrick, "Quelques remarques sur les tapisseries de la Dt»/It J itJ Iicome
du Musée de Ouny:' Aclrs du Congrès d'Histoire de l'An. m, Paris: 1924, pp. 662-666.
:4 F. Joubert, La Tapi$SCQc, p. 81.
:s F. Joubert, La Tapisscrie. p. 81.
26 A. Erlande-Brandenburg Li DQ1!Il4 k Ijtq"". s.p.. .
Z7 R. Fédou, I.es Homme! de loi lyangai, à la fig du Moys:n AJF. Paris: Société d)Editioo Les BeDes Lettres,
1964. A. & C-M. Fleury, II: Château d'AICY. G. Souehal, cc 'Messeigneurs LeViste,m pp. 209-267.
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underst2nding the persan behind the work is, obviously, to deteanine which specifie member of the

LeViste family was the patron of the Lady ami tIN U1Iico17l. A look at the LeViste genealogy shows the

nwnber ofchaices we could have (Appendix 1).:& Obviously, it is ooly worth considcring those

members who were alive and of reasonable age at the rime of the work's executio~conditions which

lirnit us to family members alive in the broadest range from 1480-1500. But, ifwe consider the

c10thing styles and me artistic repenoire te which this work bas been cornpared by Geneviève

SouchaJ, we can delineate our rime span with even more precision to the last decade of the fifteenth

century.29

The particu1ar form of the hetildty provides us with anorher valuable indication, for mese anns

are those ofan adult male, who would have been che e1dest member of the entire LeViste clan at the

rime.30 Therefore, aIl femaJes can he elirninated from our selection, as can all males from the cadet

branches of the family. This leaves us with the most likely candidate, Jean LeVisœ (IV), who bore the

full heraldty from at least 1484 untJ1 bis death on June l't 1500,31 and rus less plausible, though not

impossible cousin, Antoine (II) who assumed the arms upon Jean's passing. Though me ulrirnate

date for the Lady and the U11iœm (1500) should he enough proof that Antoine LeViste could not have

ordered this wock, certain scholars maintain the possibility mat this relativeJy young member of the

family would eimer have ordered the work for his marriage in the first years of the sixteenth century

or would have disregarded heraldic ru1es and ordered the work before 1500.J :

The first assumption is easily disproved by common heraldic usage which caIIed for the inclusion

of a spouse's heraldty in a celebration of marnage. as iIlustratcd by such tapestries as me History of
PerstllS or the Conm'(.!J3 The rraditional respect for heraldic rules in the LeViste farni]y whereby

younger male members ccsplit" their arms,l4 would seem ta end the debate of this second possibility.

What is more, the Lady (l/ld th~ U"itrJm, beyond its visual similarities with larc fifteenth-cenrury art and

fashion, distances itself from the confused and iIl-defined style of the transition from the 1'diddIe Ages

to the Renaissance for irs purely medieval spirit its overwhe1rning symbolism, loving attention te

detail, and conservative themes compel us te attach this work to the art and culture ofan older

generarion and to the era ofJean LeVlSte.

J.-B. de Vaivre, C'Messire jehm LeViste," pp. 397-434.
2.8 From G. Souchal, .. 'Messeigneurs leViste,'" Tableau 1.
Z9 F. Joubert, La Tapisserie médiéyaJc. p. 84.
30 A. Erlande-Brandenburg, "Communication," p. 168.J.-8. de Vaivre. "MessireJehan LeV15IC," pp. 414-15.
31 F. Joubert, La Tapisserie médiévale, p. 78. 1àœ !bis with mueb hesiratioo, bccause accordiog to Geneviè'..e
Souchal's gencalop tn:e, Antoine LeVlSte,Jean's fathcrdied in 1457.
II K. Gouday, "LI D.. il 14 liœmt," GueR: des Bcatq-Aru. (je période,Tome cxxx. Scpœmber 1997. pp.
66-67.
33 Alain Edande-Brandenburg, Li Dallii4!iœrw, s.p. J. B. de Vaivre, c'McssireJehan LeVISte," p. 412
.14 J. B. de Val~. '"Messire Jehan LeVISte:' p. 415.
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Having idenrified the patron ofour work, we arrive at the question of his intentions·whi~of

course, are far from easy ta derennine. Not only are we lacking in COIltempor2ty accourus ofwhere

or when the work was hung, which might have infoaned us of its function and its conœn, but we are

aIsa at a great psychologica1 dîst2llce from the medieval mïnd. In the fint place, our conception of

art and its funetions are very different from those of the lare Middle Ages; secondly, the cultural

fonTIS that detennined expression in art are not only infiniteIy removed from our reality, mer also do

not exacdy rcpresent the reality of the late medieval period.

Proposai

TIte particu1arity ofart in the fifteenth eentury is ofien difficult for the modem mind to

apprehend, for their was no distinction at dûs rime between attist and artisan. or between what we

raday label the fUle and decontive ans. The rœo1l d'iln ofanwork was not the pure expression of

bcaury, for art was inherendy connected ta practicallife; its imrnediate purpose was to embeI1ish its

immediate surroundings and to glorify its patron.3! Georges Dubyexplains dlat as the Middle Ages

progressed, art increasingly served the mterests of private patrons, such mat:

L'artiste cessa d'accompagner le prêtre dans la célébntion liturgique. fi ne fut plus l'auxiliaire
d'un sacerdoce. Il se mit au service de 11lonune. D'un homme avide de voir, et qui voulait
que fussent représentés pour lui, non point cettes la réalité quotidienne -l'art plus que
jamais, disposait à l'évasion - mais ses rêves.36

1t is, thus, cleac that the patron assumes much ofwhat we roday conceive as the actist's mie, for the

initial inspiration for a work of art carne from him or her, while the arrist or artisan served to trdIlSlate

that self-eentred inspiration into visual tenns.

Many scholars, therefore, explain the ~titian of hecùdic motifs throughout the series as proof

ofJean LeVisre's panJmH pride upon his succession to a position that conferred noble patent.

t fowever, this tapestry communicates rnuch more than the simple acquisition ofa noble tide: it is an

encyclopaedic illustration of noble culrure, a visual represenration of the St2ndard foans that defmed

the «dream" oflate medievallife.37 In the fifreenth century, the knight and the lady, chivalric virtue

and perfect love were the types that populated the contemporary imagination and embellished a harsh

and hypocriticaI reality with a refined, simplistic g.une based on an idealised pasto The elements of

35 J. Huizinga, The AU1UDJn of the Middle Ai". Translall:d fmm me original Duteh by RodneyJ. Payton and
Ulrich Mammitzseh. OUcago: University ofOùcago Pn:ss, 1996. p. 311.
36 Georges Duby. Eoodcmcog d'UD DOUR) humani!!jmc 128Q..144Q, Geneva: Sara, 1966. p. 13.
37 J. HW7inga, Jbç Autumn. pp. 39-42.
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this aristocratie fantasy -love and knighthood - provide the initial thernes which allow us ta interprer

the imagery and symbolism of the Lady tlIld the Unl(f)f7I in the next chapter ofour study. Our

undersranding of the quasi-sacred fonn, content, and interrelation of these cultural foundations -will

not provide us with a dear-eut explanation of the series, but ramer an appreciation for the most

aristocratic values that it was intended ta evoke in association wirh the LeViste family anTIS.

The inseparabiliry of art and life of the Middle Ages, thus, obliges us to attempt a reconstruction

of a work of art's conrext, an important part ofwhich was the patron. Jean leViste commissioned

the Lady and the U1tiœm te e1evate bis famay wough a very particu1ar represenrations of noble

culture. But, are these eclectic images sirnply the awkward amzù/e pretension ofa man recently

ennobled? Thanks to a relative abundance ofdocumentation of the leViste dynasty and the jurist

class oflate medieval France, we are able to seek a deeper understanding of the Lad.>' and the UniaJf7I

tapestries in a study ofJean LeViste's biographyand bis social position as an esrablished member of

the emerging llobk.rse de robe. An investigation of the aristoeracy as a social class and image will show

us that the question ofwho 'W3S noble is not a clear-eut definition and mat Jean LeVlSte's daims of

110blesse are perhaps jusrified. Fmally, we will situate this work in the Lev~lSte family's use of rnaterial

culture as a manifestation of its noble status, and we will see that the message created by this patron

expresses the material, social and spiritual reality of the aristocracy.

This monwnental declaration of nobiliry has heen considered Jean LeViste's desperate attempt to

immortalise his image before the family anns passed ta a cadet branch for his lack of a male heir.38

However, it is this absence of human male figures that is sa curious in this representation ofchivalric

love. The man is an obvious necessiry for the arts oflove and \WC. and yerJean leViste glorifies his

anns and persan through the figure ofa woman. We shall then atternpt in our fourth chapter to

investigate the obscure hisrory of women and their roles in love and noble culture. The images of

women from the Middle Ages, like the literature directed ar them, invariablr reflecrs the ideals of

men, such rhat represenrations of women (literary and visual) rnaterialise the "idols or demons of

men's fantasies."39 'X'hat would nocnally he considered a limiring lack of perspective, however,

aetually benefits our interests for the insight ir gives to Jean LeViste's message of the perfection and

nobiliry of the fernale soul. We fmally will appreciare the totality of the L.ldy and the U11icom when we

place the work in the context of the wornen in Jean LeViste's life: bis maternal ancesrors, his ~:ife,

and most particu1arly his daughters who were of marrying age in the 1490s. The message of nobiliry

and the glorification of women in a garden of love would be highly appropriare statements for a

father whose e1dest daughrer would augment her familys nobility by twice marrying into illustrious

38 K Gourlay. «La D(Jlllt à la liœntt," p. 67. G. Souchal, "Messeigneurs leViste," pp. 264-65.
39 C. Klapisch-Zubec (cd.). A Hjstocy ofWomeg ig the West II: The Silences of the Middle Ages, Cambridge
(MA): The Bellknap Press, 1992, p. 267.
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nable houscs. Rather than lament his lack ofmale heir in the LJdy and dl! UnüoT71, ir wauld seem mat

Jean LeVisre ce1ebrares «his womenu as a manwnent ta his family and himsclf.
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II. DESCRIPTION AND INTERPRETATION

Mige Oeyn la.llIy ,ad che Lady ,gel che Ugjçorp

The 1.Ady llItIi the Ullitom is pechaps the most admired example of rypically French late

medieval rapestry known as mille./k1l1"i. Olaraeterised by a red or dark blue background covered with

a muI titude of small Bowers, this charming fonn in effect presents rhousands ofbIossorns as the

backdrop to re1atively simple compositions which usually depict hecddic decoration, themes taken

from noble culture, or more rarely, re1igious subjects. The exact ongins of the highly decorative

motif are rather obscure, although it may sirnulate more traditional decorative foons ofboth re1igious

and secu1ar nature.40 Although its earliest appearance is uncenain, we C3I1 divide 11ti1k/kU1"i apestries

inta three broad chronologica1 groups which illustrdre thier general dev~lapment throughout the lare

fifteenth and early sixteenth cenrories.41

The first period is dated to the third quarter of the fifteenth century and is traditionally

characterised by stylised flowers mat are tightly packed into a checkerboacd pattern which most often

serves as the support for heraldic displays;42 dUs primitive fonn \1t~uld deve10p into the perfection

marked by the Heraldü TapiSlty ofPhiippt le Bon (figure 8). \Ve, however, should not abruptly limit

our appreciation of carly millejl4l1rs tapestry to annarial works, for in dUs same rime period, we note

early developments in represenratianal scenes on a similar floral pattem. Although their backgrounds

are less dense1y 61led, such works as The GitÙtg ofthe &Sts (figure 24) and Coupk SOIIS 101 dais (figure 25)

demonstrate that the decorative motif of l1IiIIejlellrs was appropriated for primitive representational

compositions in wool. By the last quarter of the fifteendl centul'Y, the depiction of hwnan figures on

the floral background evolved iota the "classic" style of milkJleurs tapestry, in which the background

is characœrised by more realism and diversity seen in [wo general types: planted bouquets on the dack

blue or green ground or, more rarely, picked branches on a red groWld.43 These two forros provide

the poetic setting for elegant personages displayed in the leisurely occupations ofnoble life or

chaaeters from contemporary lïtenlture, ammged usually in ramer haphazard compositions. The

third and fUlal phase of milkjlnlrJ' development takes us into the firsr twenty-five years of the

40 It is possible mat the 1/IÜ/tjklln motif simulates bouquest5 of flowers attaehcd sbcets ofhunting mat wen: a
commmon decoration employed for restivals and processions. J. Jobé. (ed.), P. Verte~.M. Aorisoone. A.
Hoffineister, & F. Tabard, 1bc Art, p. 16. It bas also been suggested thst thi.s tapestty œcreates typical
domestic decoratioa wbeœby the ftoor would he coven:d with eut branches of Bowcrs ln the spring and
swnmec. A. Edande-Brandenbug. Li D,., ';!4 limntl. s.p.
·41 <'Les Trois Ages de la tapisserie mille-Beurs:' eoooaiuancc des Am. n° 45,. 15 November 1955. pp. 30-35.
oC "Les Trois A~s," p. 31.
43 S. Schneebalg-Perelman, ccLa Dam, à 14 !iœrru:' p. 266.



•

•

15

sixreenrh ccnrury when the backgroWld motifs increase in claborareness and mingle with small

bushes and trees as a backdrop to a more organised garden mat serves as the landscape setting for

typical representational scenes of noble culrure. These developments and the tentative appearance of

perspective signal the end of the classic phase ofmilleftrl1"J production and in sorne respects the

dccline of monwnemal decorative arts in general. Henccforth, tapestry will conform to the canons of

l ralian Renaissance art, only to ftnish as the mcans to display imitations of the painted canvas in wooL

If we place the lAdy d1Id the Unùvm in the conte~-r of these three phases, we realise that our

work truly merits its fume as the ultimate example of French miIleftHTS tapestry. Situated at the end

of the classic period, in the fInal decade of the fifteenrh cenrury, rhis series achieves a perfcct

culmination of rraditional motifs combined \\e-ith artistic inno\'ation. The rcd backgroWld is

elabordted by a \-ariery of eut floral branches including bluebelIs, foxgiove, daisies, violets, and

marigolds, among which is depicted a peaceful mcnagerie of fierce and rame, wild and domesric

animals such as lion eubs, lambs, rabbits, dogs and monkeys. The focus ofcach panel is a dark blue

Island, enclosed by a crenellated border and filled \Vith yet another variery of flora and fauna. lbis

conrrasr of background and foregroWld unites the two basic fonTIS of miIleJkrtrs motifs: the rare rcd

"vcrmeil" ground \\'Ïth picked flowcr branches and the more comman dark blue ground ~-ith planted

bouquets. 111is combination of t'Wo traditional motifs results in a significant accomplishment whereby

dle designer provides a srage-like setting that allows him ro creare an organised and semi-perspectival

composition, yer docs not 1er these more painredy concems overpower the decorative nature of his

tapestry.

Ir is on mis «stage" mat me action in each scene takes place. The setting for cach "episode"

recalls the gardcn of the SmIg ofSong.f, wirh an enclosed mcadow shaded by varying combinations of

oak, hoUy, pine and orange rrees. Every scene forros a triangular composition, the apex of which is

an elegantly dressed lady engaged in a variety of activities; in four of the six panels she is attended by

a female sen.'<U1r. In the scene commonly known as c'Taste" (figure 1) the lady feeds a green bird

perched on her gloved hand; in '1-Iearing" (figure 2), she plays an organ; «Smell" (figure 3) shows her

making a dlaplet of carnations; in ccSight" (figure 4), she shows a unicom his reflccrion; she holds a

banner of the LeViste family anns in one hand and a unicom's hom in the omer in the panel entitlcd

<CTouch" (figure 5); in the fmal scene, she is presented with a rich jewellery box filled with gold and

jeweIs (figure 6).

:\s its title indi<.."ates, the Lady fJ"d the Unirom involvcs another characrcr, thc unicorn, whose

pendant figure is a lion. The latter has a consistenrly heraldic mIe on the left ofeach composition as

he bears the anus of the LeViste family that are ricWy displayed on gold-rrimmed "\'elvet" banners

and pennanrs, on escutcheons, and even on the blue lances decorated with crescent moons. The

unicom also serves as anns bearer, but his raIe is more complex as he aetually participares in t'Wo of
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our six secncs: in "Sight" he abandons his heraldie funetion entirely and sirs upon the ladys knc-e ta

gaze at his retlCL-tion in the golden mirror held in his misrcess's hand; in "Touch" he panicipates bath

in the action and in the aanorial display. This dual role of the unicom illustrates the dual nature of

our tapcstry: on the one hand this i5 a heraldie work as many milkjleltTr rapestries traditionally were;

on the othcr, these secnes are represenrational and the visual hannony of d1e six panels clearly

suggest a coherent thematie programme ta be associated \vith the leViste anns.

The heraldic function of this work has eertainly nor gone unnotieed,.f4 and the prominence

\Vith \\'hieh the LeVîste family arms are repeated on a monumental seale has even becn suggested ta

be a sign of the parcon's 11om:eall rit-he pride.o;s In ber, annorial s}mbolism is repeated throughout this

work beyond me banners, pennants, escuteheons and lances that are held by the animals, for heraldry

\Vas not limited to the abstract symbols mat cansrituted a 6unily crest. The motta was an essential

part of an individual's heraldry, and we have numerou5 examples from the fifteenth century that

recall to varying degcees me phrase A .\1011 Serti D6ù'embroidered on d1e tent in the sixm panel: René

of .-\ajou's Ardtfll Désir,46 O1arles VIII's A 1\1.011 AJleltâ or the A Jt1IIIaù (l'OILS Selil) ofPhillip of

Oe\'cs.4' \"/e mayalso see that the figures ofren considered as simple arms bearers,48 that is the lion

and the unicom, make more siginficant contributions to the heraldic message communicated

throughout this work.

Emblem:;, an important paer of me absrract language of hcraldry, pro\"ided sorne of the most

di,'erse and obscure refercnees to indi\'iduaIs, relationships, and states of mind: the knotty branch of

Louis d'Orléans symbolised his resoh"c in the eonfIicr ~rirh the house of Burgundy as explained by

the accompanying motta ft ['e",mit, whiIe d1e silver joiner's plane and motto Je k planerai ofJohn d1C

Fearless communicated his detennination ta break his cousÎn's spirit:'') :\nimals, including fanrastie

be-d.St:s such as the griffon., me winged srag and, obviously, the unieom.,50 were particuIarly popular in

personal hcraldry, not only for the symbolism mat mer conveyed, but also for me more or less clever

\vord games they could crcate. For example, Otaries VII!'s ehildhood fiancée, .\{argaret of Austria

chose the ostrich (m French, ait/ruche) as her personaI emblem for the refcrence it made ta her native

country (Aklriche).51 In mis light., we ma, consider the lions seen throughout our series as a referenee

to the patron's native city of Lyon. Even more personal references could he creared by animal

~4 G. SouchaI. ";\(esseigneurs leViste," p. 214. S. Schneebalg-Perclman. "LJ Dame J Id licorne:' p. 2G5. :\.
Erlande-Brandenburg, "Communication," p. 170. ].-B. de Vai ..~re, «;\lessirc Jehan leViste:' p. 412-
~5 C ~orden~ "Qui a commandé les tapisseries dites de La Dd11le ci" Id firome?" La Revue de l':\et. 55. 1982. p.
54. "-\. Erlande-Brandenburg, La Parne à la licorne, s.p.
0\(, ;\1. Cv.ena"·e. D. Poirioo, A. Sttube1. & M. Zink, r":.-\rr d'Aimer au Mwen :\ge, Paris: Éditions du Félin,
Philippe Lebaud, 1997, p, 211-
~-:- J.-B. de Vaivre, "~1essireJehan leViste," p. 413.
"8 G. SouchaI, U;\lesseigneurs LeViste," p. 214. S. Schneebalg-Perelman, "Li DtUltt ci" la litorne," p. 2GS.
~') J.-P. Lecar. Quand flamboyait Ja Toison d'or, Paris: u~rairie Arthème Fayard, 1982, p. 124.
50 E. Bounssin, pour Comprendre le 3.yc Siècle. Paris: Editions TaDandier, 1989. p. 24,
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associations; thus, wc note dlC choice of dle Oear displaycd in Guillaume JU\'cnal dcs C rsins' hcr.ùdic

rapestries in the Louvre. As the bear (oursin) created a homonym for the patton's family name, 50 dle

unicom has heen shown ta suggest the name LeViste, since the Wlicom, the fastest animal of ail, was

a symbol foe vi(I)/aIe. 52

The meaning of the .CCDCS

The heraldic aspect of our work is far from having heen entirely explored, perhaps because

the WlÎcom and the lion are often lirnited to a pure1y heraldic role. Our appreciation of the Ùldy and

the Uflicom should, however, not he limited to its heraldic function, for unlike most armorial

rapestries, our wode associares these a.ans "vith a complex iconographic prograrrune. Ir is clearly

necessary ta undersrand what is represented in dUs work beyond the simple description of the lady's

actions in each panel; however, as proven by the considerable nurnber of implausible interprerations

of this tapestty", the iconographie prograrrune's complexiry and the symbolism's obscurity hardly lend

themselves to fucilitate the rcading of the Lady (JIld the U1tiœm.53

The flISt plausible interpretation of the series was proposed by A. F. Kendrick who identified

it as an allegory of the five senses with the sixth panel either as an introducrory or concluding piece.5-4

The series would he e~"'Plained as follows:

Figure 1, Ias.œ: The lady selects a tteat from me chalice presented by her servant to feed to
me bird perched on her hand. This sense is also illustrated by the monkey
in the foreground

Figure 2, Hearing: The lady plays an organ that is activated by her servant.

Figure 3, Smcll= The lady makes a chaplet of carnations selecred from a golden planee held
by her servant. Again, a monkey illusttates this sense as he smells a rose
taken from a basket.

Figure 4, Sigbt: The lady is seated with the unicorn in her lap. She shows him his reflection
in a large golden mïrror.

Figure 5,~: In her right hane!, the lady holds a Le\"'-lSte banner atop a lance; in her left.,
she holds the unicorn's homo

Figure 6,A Mort Sr«/Dior. Introduction/conclusion?55

51 E. Bourrasin. Pour Comprendre. p. 25.
52 H. Martin. "La Dt.111It fi la Iiamrt," p. 150. G. Souchal. <'Messeigneurs LeViste," p. 21-t & p. 248. K. Gouday.
"La Damt il la Ikonu : A Reinœrpretation," Gazette des Beaux-Arts, 6e période. Tome CXXX, September 1997.
p.254.
53 For a comprehensive review ·of past and present thcorics, sec F. jouben. La Tapisserie médjéYale, p. 78.
54 A.F. Kendrick, «Quelques remaftlues," pp. 662-666.
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Ir is this lasr piece thar has caused art hisrorians much irritation, for neither the inscription A Alon Seul

Disir, nor the lady's action correspond ro the scheme of the five senses. It is this complication that

has brougJu certain scholars ta consider this last panel and ies inscription to he the key to

understanding the allegorical theme represented in the 1..4dy and the Unicom.

A patential parallel for mis inexplicable sixth depiction of the lady \\-"aS identified by Sophie

Schneebalg-Perelman who noted the foaner existence of a similar series that originally belonged to

Prince Erard de la Marck, Prince-Bishop of Liège from the early sixreenth century.56 Entirled Los

Sentidos, this work is recorded in a 1548 inventory as representing the five physical senses inttoduced

by a sixth panel bearing the inscription libuum Arbilniun. Ir has, thus, been suggesred that the

inscription A MOfl Seul Disir, flOds ies explanation in the Latin phrase meaning "according to one's

free will:" the LJdy fJ1ld tht Unicom would therefore illusttate that one may use her senses "selon son

libre arbitre, à sa convenance, à SOfl seul desir.''S7 1lt.is interpretation would seem ro find its verification

in the lady's action, as she chooses jewels from the chest according ta her free will or her oruy desire.

However, without the aetual scenes from ÙJS Smtidos, we cannot fully appreciate any potential

analogies. Granted, the similarities in the nwnber of panels, the general subjeet, and the inscriptions

are convincing; however, the very Renaissance spirit of this interpretation is troubling, and Ubtmm

ArbitriJlm is ta he intetpreted, in t-fs. Schneebalg-Perelman's own words "selon le goût de la

Renaissance." The Gothic spirit that conceived this wode would unlikely permit a representation of

fernales engaged in such free and uncontrolled behaviour; it, therefore, seems necessary to find an

interpretation that respects the medieval mentality ofour work, for as Ms. Schneebalg-Perelman

pointed out herself, "La D(J/1le à la lleome n'offre aucune caractéristique de l'art de la Renaissance, mais

une image radieuse de l'art gothique à son apogée.''S8

Late medieval hwnanism has provided a more appropriate parallel berween A A-lon Seul D&ir

and Libemm Arbitn"lmI, for as Alain Erlande-Brandenburg has explained:

Pour Socrate et Platon, le libre arbitre était l'aptitude à bien faire, qui nous est enlevée par
nos passions, c'est à dire par la soumission à nos sens. Le geste de la jeune femme prend
alors tout son sens, d'une très belle portée morale. Suivant sa propre volonté, elle renonce
aux bijoux, symbole des appétits de nos sens.59

5S We shall employ the order of panels displayed at the Musée de Guny, that is: <""[aste." «Hearing." "SmeU,"
"Sighr," "Touch," and UA Mon Seul Désir."
56 S. Schneebalg-Perelman, "u D(J11Ie J I4lùonrt," pp. 262-263.
57 S. Schneebalg-Perelman, ceu Df111It à 14 /imnrt," pp. 263-64.
58 S. Schneebalg-Perelman, ceu D(J11It J I4limnrt," p. 275.
S9 A. Erlande-Brandenburg, "Communication," p. 179.
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This moralising interpretation, officia1ly accepted by the Musée de Ouny, does have a considerable

weakness: aside from the apparent incaherence betwecn these very innocent representltïons af

pleasure (the lady does not really partake in me sensuality evoked br the allegory) and a rather

negative condemnation of the physical senses,60 the reading of the Lady and the UIIÜOn! that depends

on the notion ofUbmJ", ATbitrùmI ignores the images that are repeared throughout this work and

tbat confonn to what may he defined as the CCiconography of lov~."

Although the identification of love iconography in the Lady and thl Uni«Jf71 is hardly original,61 it has

met with relative lime success having been condemned by the fonnec director of me Musée de Ouny

where the Lat!J and the U1tiœ,." is housed.62 The gœatest weakness with previous such interpretations

is the definition of our wark as a celebration or commemoration of the marnage ofa LeViste male,6J

far weœ this a weddinggift, the bride~s aans would necessarily appear with mase ofher~6-4 as

seen, for example, in the tapestrÎes of HisID'Y ofPmtllS or the millefleurs tapestry, The COllmt (figures

9& 23). This difficulty, however, does not exclude the possibility ofa representation oflove, and dUs

theme deserves more investigation, not ooIy because of the proliferation of standard elements of the

iconography of love rhroughout the series, but perhaps more imponandy, because romance was an

essential element ofelite culture and expression in late medieval society, as retlecred in contemporary

literature and in a variety ofvisual media.

The most reœnt interpretarion of the Lady and the U11iro1'1l has proven more successful man
past attempts ta place our work in the context oflove,65 such tbat this (creinterpretation" is now

presented at the Musée de Guny as an alternative reading ta that of Alain Erlande-Brandenburg.66

As our tapestty does not conform ta standard representarions of the fi\re senses and its sixth panel

remains highly problemaric, Kristina Gourlay has suggested that motifs with a more soJid symbolic

foundation, most notabJy the representation of the unicom upon the maiden's knee, may provide us

with the means ta a prope! interpretarion of our work. TIùs very familiar motif (previously identified

as "Sighfj evokes Richard de Foumival's thirteenrh-century Bestiaire d'Amour stacy of the taming

and capture of the unicom. Because this theme was "sa popular mat 30y visual pairing ofmaiden

and unicom, particularly one that resembles the dassic pose as clearly as the pair in Sighl, would

evoke the bestiary stacy in the viewer's mind," Ms. Gouriay has proposed a new explanation for our

60 C. NordcnfAlk, «Qui a commandé," p. 55.
61 K. Gourlay, "La DQIfU à la 1i(lJl7l~." pp. 47-72. C. Nordenfalk, "The Five Senses in Lare Medieval and
Renaissance Art," JQurnal Qf the Warbulg and Cg"nauJd Institures. XLVIII, 1985. pp. 1-22 & «Qui a
cQmmandé. pp. 52-56.
6:! Erlaodc-Brandenbwg, Alain, ··Communication,'- p. 168 and Lq De, ,; '" 1..komt. s.p.
63 K Gourlay. ceLaD." à la liœmt," p. 67. C. NQaien&1k. "Qui a commandé," p. 56, & ''Les 5 sens dans l'art
du Moyen-Âge," La Reyuc de l'An. 34, 1976, p. 26.
c;.c A. Erlandc-Brandenburg. La Dmw« k {mm" s.p. ].-B. de Vaivre. U Messire Jehan leViste." p. 412
65 K Gourlay, '·La DIIIIIt à la lietJnlt," passim.
66 N. Garnier, "Th~La4J flIId Iht UIli&rJnl~" Guide<! visit, Musée de OURy, Paris, Fraocc, 15 Febroaty 1998.
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six sccnes which, thus, become a "romance based looselr on the Bestiary story" in\'olving members

of the leViste family. The WlÎcom \Vould be the chivalrous lover (the patron), and the lady would he

the belo\'ed maiden who entices her suitor with her noble qualities.

The tapestry series, apparendy commissioned to commemorate or celcbrate the parron's

marri'Ige, would be reinterpreted as foUows:

Ias1e 4 pursuir: The earliest sr-.Ige oflove and courrship begins this romance and is
symboliscd by the lady's "bird of prey" which recalls me well-kno\\'11 "hunt of love" motif
The lady pursues her lmoer by enricing him with her qualiries: her nobilit)· symbolised br the
"hawk", her wealth symbolised by the "pearls" conrained in the chalice, and her virtue
symbolised br the rose hedge behind her.

Jlearing 4 Hannony: The illustration of the lady's noble qualities continues as she proves
her refmement br pla~;ng the organ. ~'[usic would aIso symbolise the hannony that exisrs
betwecn two loyerso

Smell 4 RecQW1ition: The very common motifofgarland We.lving is used here to illustr.tte
the next phase in the romance: having recongnised mat the wùcom has been attracted br her
noble qualities, the lady weaves a chaplet for her suitor as a "token ofher retumed interest."

Sight 4 Capirulation: In the first scene where the lady acruall~o interacrs \\'Ïth her unicom
suitor, ~ls. Gourlay recognises the Bestiary image in which me lover fmaIly succumbs to the
lady's channs and enters her embrace. This traditional symbol ofchastirr combined in this
scenc \Vith the suggestiveness of the lady's lifted skier \Vould symbolise the balance of virtue
and se~-uality thar make a perfecr marriage.

Touch -+ Û1p0.lfe: Ifaving caprured the unicom's heart (symbolised by the background
ani.rruùs wearing coUacs), dle lady now has the righr to bear her lover's arms in marriagc.

A ,"Hot, Sad Disir-+ Resolytion: To symbolise marnage~ the lady renounces her personal
heraldry, symbolised by the elaborate flower-link necklaces wom in the rest of me series.
By remo\ring her "device" the lady prepares herself to asswne the heraldry of her husband.

Despire the appeaI of this inrerpreration, it does have two major wcaknesses. Firsr, <iS \\-;th

earlier arrempts to identify the Lady tl/ld 'he Unùof7[ as a marnage gift or conunemoration, this sOldy

docs nor take ioto account the heraldic tradition that would have required bath spouses' or fiancés'

heraldry to appcar-. Second, the motif of the capture of the unicom, although highly standard in Imre

iconography, does oot automatically indicate that the Besti~· romance (or a variation on thar theme)

is neccssarily represented. That very motif could itself symbolise the Virgin '\[ary or me Incarnation,

while the lady holding a mirror was an emblem for the cardinal \;rtue of Prudence. The maiden and

unicom motif \Vas part ofa well-established tradition for symbolising and representing amorous

themes that was based on a wide variety of imager] even older than the Bestiaire d'Amoyr.

Influences from antiquiry, O1ristianity~ sacred and profane literature feudalis~and even Arab culture
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conrributed to the lare rnedieval social construcr of IO\-'e, which was a powerfUl and popular image ar

mis rime. The wcalth ofcontemporary visual representarions of the medie\'aI "arr oflove" allows us

to appreciate the reperroire of its symbolism and, hence, to enlarge our appreciarion of the rneaning

of the Lu!Y dlld lhe l'ni,'Om.

The IcooQgraphy of Love

Since ancient rimes, the setting for love has been the garden. The /oms amomus ofantiquiry

was identified as the home of Venus and as such, was eventually rransfonned from the <Clovely place"

to the "place oflOVC."6-:- By the late '\liddle .-\ges, the lo\'e garden \Vas perhaps even more popular in

literary and \"isual representarions, as the bucolic setting became ne-arly canonical for any amorous

thcme and could be indicated bya certain number of elements, standard since the rime of Virgil: an

enclosure, flowers, trees, animals, birds, a central water source. 68 ll1e actual visual form that the

gardcn rook in the ~[iddle Ages, though, shows that this fonnula was not fixed and could he adapted

to the themaric and, or compositional requirements of a representation. Variations on this theme,

such as the Si......·Lh Commalrdmml (figure 26) or the Ganlm ofParadise (figure 27), illusttate the polentia!

\-ariety ofgarden imagery which could conver a negative moral or illust:rate the bliss of divine grace.

Biblical gardens would, in rum, he incorporated into the repertoire of the /oms anroenr/J- which by the

end of the .\fiddle Ages induded details from the gardens of Paradise, Eden, and the Song of Songs.

ll1e L.ad] tI11d the L"nù'Om, thus, gives us a perfecr example of dle lare medieval garden oflo\-e: the

enclosed island, reminiscent of me IJortr/j' condliSltS, contaÏns the necessary flora and fauna symbolic of

the peace, ferrility, and abundance of paradise, and we appreciare the artist's compositiorutl restrainrs

\vhich required him ta climinate me founrain or \\tater source mat is commonly seen in many

romantic arbours. Furthennore, me very scenes depieted within this garden oflo\'e also correspond

to a fairly consistent repertoire of thernes and motifs in the iconogyaphy oflove, and we can, thus,

fmd similar represenrations in a variety of media for compositions or details that may seem

problematic.

1t is not surprising mat:\. F. Kendrick identified our series as an aIlegory of the five senses:

thcy were a comman element not only of the medieval art of love, but of sacred and profane

rcprcscntations lo\"e gardens, as we see depicted in the miniatures of the Si....th COl11ntandl11ml and the

Gardm ofParadise. in the engravings of the Lzrge Garoe1l ofUl->e and UJl'tr:r ~. a F01i1ltain, as well as in

dle fresco of the Alonth ofIvl'!)' (figures 26-30). Not onIy is love the power most commonly evoked to

6"' R. S. Favis. The Garden of Love in 15th..çenNQ' Netbedandish and Geanao EngJfl\,in~ : Sorne SNdies ig
SccuJat IcQnQgraphy in the Latt Middle Ages and Earl), Renaissance, (ph.D. Dissenatioo. L'ni\'crsity of
Pennsylvania. 1974), Ann Arbor (.MI): University Microfilms International. 1985, p. 12.
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justify the benefits of the senses,69 the discovery of the universe of romance naturcùly begins with

sight which leads ta the heart and soul.7° Poem 154 of the Camtilla BlinRta, thus, explains the sensual

experience wltich proœeded from the five arrows sent br Cupid: ... thejive 1k!JS I!J lllhich JWgtl i1lt'01utd

in love: sight; spudJ; llJumj a "';1Iglillg oflips, ikt a blmdillg of1IA"far, ('(JlIdllaœ /0 /he /ast (Kt; and IPhaJ theji/th fll.1

if VenllS maktJ IPOli1tdroNS!/ clear ill bed.7l As pointed out by Kristina GOUliay, the five senses theory is

"inadequate," however it is far from incompatible widt the love meme which she proposes as the

proper intetpretatian of the lAdy t.lIIIi the Unicom.72 The physical senses, although ther cannat fully

eJl.-plain the significance of the six scenes presented in our tapestty, were indispensable ta the

representation oflave and its pleasures, for mey played a role in arnorous relarionships. As shawn br

the diverse tradition of the garden motif, the faans and œpresentation of lo,..e in the 1'Jiddle Ages

dePended on nwnerous and diverse influences, and it tS highly risky to atternpt ta eJl.-plain a work of

an: as complex as the LJdy and the Uniœnt with one source. In oroer ta Wlderstand or appreciate what

seem ta he isolated or inexplicable motifs in these six panels, we should look at me mysrerious

clements ofeach panel in the conrext ofother representltions of love.

The panel known as C'Taste" at tirst seems quite easy ta situare in the icanography of love,

Slnce it bas been identified by Ms. Gourlay as an a1legory of the hunr of love. In effect, hunting birds

were an important symbol in the œpresentltÎon of love where they may appeac as major and minor

details. A most popular variation of the hunt of love was the hawk and heron motif, symbolic of the

masculine and feminine sides of sexuality,73 which we see in various warks including the upper

portion of '11earing," cerouch," and "A MOll Still Disir.." 'The 6rst panel in our series, though, is

clearly not a hunt oflove, for ifwe compare titis small bird ta the biais of prey seen rhroughaut the

series or to the lady's hawk in L 'O../frwtd dll hiroll (figure 31), we see that oue bird is neither hawk, nor

Falcon. This diminutive green bird is more sùnilar ta a parrot or a budgie, as identified by Henry

Martin.,· Gende birds (doves, partridges, swallows and sparrows which were associatcd with Venus)

were also hlvoured in the iconography of love and were, mus, included in the menagerie ofour work

and other love scenes. Hawever, it seems that me green parrot had a more significant role in

medievallove, symbolic ofa young lover oc fiancé.75 Henry Martin idenrified the motifof a green

parrot perched upon a lady's hand as an allegory for Jl!J, as seen in the Bibliothèque de l'Arsenal

68 J. Verdon, U pJaj:sjr au Mgyen t\aI:. Paris: Ubniric Académique Pe~ 1996, p.130.
69 C. Norden&lk, "Qui a commandé,'· p. 55.
70 M. Cazenave. D. PoiJion, A Strubel, & M. Zink, L'Aa d'Aimer. p. 144.
71 The Loye SoQ~ of the Caanjoa Burana. Translaœd &om the original Latin br E. D. Blodgett and Roy Arthur
Swanson, New Yodt & London: Gadand Publishing. mc., 1987, p. 236.
72 K Gourlay, "I....a DtIIfN li la lianu,'· p. 48.
73 R S. Favis, lbe Gvdco gfl..ovr. p.
74 Mc. Manin goes 50 far as to idcnrify me bird's species rimer PalaMmtis A1exmIdn or Pa/aomis orJMi1'titx*s
tlmp/tlûI.f. H. Martin, , CCLI DIMIt tilllliœmt," p. 141, note 2-
75 C Nordenfidk., "Qui a commandé," p. 54.
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manuscript 5066 (f<> 110).76 This most appropriate sentiment for the garden oflove may he identified

in anothcr miUe./kUTY tapestty such as the Concert scene housed in the Louvre (figure 32). \\'hat ta

make, thaugh, of the very srriking sirnilarity between 'coraste" and the Swiss tapestry lVél1ftichi tùur

}rmgel1 Dame (figure 71)? The tide of the latter wauld seem ta broaden the possible significations of

the green parrot motif, and we shaH rctum ta mis theme of rerreat from the wodd in a further

chapter. For the rime heing, we wish to concem ourseh;es with the icanagraphy of love and,

thereforc, must complete our exploration of the various clements in this and the five ather scenes.

The chalice held by the lady's servant is a cunaus and conspicuous abject. Such a goblet,

rhough, was associated with conte~"tS of love and, as seen in the engraving of the Lurge Gardel1 ofL.ot'e

or Gerard Da\-id's .'v[aT'7'Ûlge al Ct111a, could be offercd as a betrothal gifr, an acrual cxample of such a

wedding goblet may weIl he pro\;ded by the so-called .\JO"~CJtp in the Ooisters of the

~1etropolitan~[usewnof An.7i Let us next cansider the mysteriaus contents of this chalice. Are

rhcse grains rhat the lady feeds to her parrot,78 or is this golden cup filled \\;m pearls symbolic of the

lady's grcat wcalth? 79 Spices were also symbolic ofwealth in the .\!iddle Ages and ob\';ously more

appropriatc in a dcpiction of the sense of taste than pearls; mareover, depictions or descriptions of

paradisiacal scnings c\'oked the scent of spices as dle ccaroma of paradise.JI "ihole cardamom grains

rcsemble the white sphcrical objects in this chalice, and rhis spice, exrremely popular in the late

fifteenth century, was known at mat rime as graines de paradis.80 The most fragant spices, such as

nunneg, mace, clove, or cardamo~ \Vere ofren exchanged berween friends and lovers as a token of

esreem, and were fd.Shionably displayed in a vesse! of gold or sil\'er.81 :\lthough ir is difficult ta prove

\'I:hat cxaetly is contained in this chalice, we find an interesting repctition of the combined motif of

"bead" ftlled chalice and green parrot in the miniature of The ~\1agit.· ofUJ['e (figure :H) in which exotic

spices evoke the enticing mysteries oflove mat captivarc the green parrot or the lover.

The scene of '1-Iearing" reprcsents one of the most cornmon activities in me garden of love,

music which we see represented in tapestry (the Con,m - figure 23) and in many engra"mgs such as

the Large Garden oflJJ[!(!. l\.fusic-l11akillg 'YJuplt, and me T~,f} AlltsicialtS (figures 28,33 & 35). This motif

has bcen identified as an allegory of ''Hannony,''S2 and does not demand further explanation, beyand

its obvious indispensable mIe in amorous relations.

~6 H. ~lartin•• "1..0 Damt J la liconrt," p. 142.
77 R. S. Favis. The Garden of ID'le, p. 98.
78 H. ~fartin•• "lA Damt à la liœT71t," p. 142
~? K. Courlay. "1..0 Dame ri la Ii,vmt," p. 60.
80 J. Verdon. I.e Plaisir, p. 109.
81 \V. Schivclbusch•• Tastçs ofParadisc: A Social Histocy of Spices Stimylants. and Intoxicants. Translated
from the original Gennan br David Jacobson, New York: \rl11tage Books. 1992, p. G.
llZ K.. Courlay, "La DtlIIIt à Id liœme," pp. 60-61. H. Martin, , "La Dtl11It ri la fÙ'oT71t." p. 143.
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1l1e represenrarion of "Smell" also presents us with another exceedingly common motif in

the iconogt'"'J.phy oflovc - the flower garland. The cro\\ning ofa lover ",;th a wreath of flowers, as

seen in the engravings of the Ldrge Gardm ofuee, uZ'err I!J a/ollfllaifl, and Ul't Garden llilh Chess P~e1Y

(figures 28, 29 & 36) was one of the most popular ofall romanric gesrures. Lanely lovers were

frequently depicred weaving a chaplet in gardens,83 and this composition \Vas typically ernployed in

Calendar pages to illusrrate the months of April or May when began the season oflove (figure 37).84

Finally, the Particular flowers repœsented in this scene also had strong associations with the !OCllS

amoem/J·, as the carnation was a symbol of betrothal and marriage, and the rose "vas the flower of

Venus.85

The panel known as ccSight" pro"'ided .\Is. Gourlay with the key ro her rheory, in which she

admirably illustrated the importance of the motifof maiden and unicom in lo\re iconography and irs

dependence on the Bestiaire d':\mour story of the hunt and caprure of the unicom. This particulac

version illusrrates the ambiguity of much lo,,-e imagery, which often would combine eroticism

(implied by the lady's lifted skirt) with a certain morality (doubly reprcsented by the motifs of the

maiden with unicom and the hortltS ,-ondltSltS in which they sit) to represent the balance of se>..-ualiry and

chastity mat characrerise a perfecr (marital) 10ve.86 Ir would scem that this pose became 50 intcgrated

into the iconography of lo\-c that it \Vas appropriated as a typical stance for two lo\-ers (figures 38 &

39). \l/e should also not forget the important mie the unicom played in the system oflove

symbolism, for this animal, identified with the chivalrous lover, was 50 populac in the lare .\fiddle

_\ges thar it \vas the "supreme sytnboI" ofcourtly 10\~c.87

The erouc suggestiveness in the fifth panel, "Touch," is much more blatant than in the

pre\'ious sccne, as the lady's hand grasps the unicorn's ereer homo Phallic symbolism was quire

common in love imagery (notice the proliferation of daggers in an engraving Iike Lore Garden IHth

ChesJ- Pltyen· - figure 36), but in our scene it achieves a particular rension with the wunistakable

spnbols of \"irginity (the enclosed garden, long tlowing hair, and physical cont".lct with a unicom).

TIle conrrast between virtue and physical pleasure, however, was part of the culture oflove in the

!.[iddle Ages particularly in epithalmic poetry and imagery which giorified the se>.."UaI union of two

wed parmers often in a frank and graphic manner.88 However, mis composition is not readily

identifiable in the iconography oflove. Kristina Gouday's suggestion ofCCCapture" secms quite a

good explanation, for as she points out, a common rnetaphor to describe love and its effects was

R3 R S. Fa...;s. The Garden of Loye, pp. 140-142
Sot H. ~tarti.n7 "La Dr.l11I! J ta 5œm!:' p. 143.
85 K Gourlay. "La Dam! à ta !iton/t," p. 61.
8G K Gourlay. "La DtJ1fIe à ta !iœnre," p. 63.
8~ R S. Fa....is. The Garden of I.Qye, pp. 122-23.
88 J. Hui7.Ïng~ The c\uNmo, pp. 129-130.
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imprisonment or the chains oflo\"e_89 The bound wild animaIs in the background reinforce the image

of the lovers captivity. However~ wc \\-;I} sec shortly that compositional parallels for this scene can he

found in other contexts which will broaden our appreciation of the intended meaning for our series

and our appreciation of the social significance oflove in the lare ~fiddle Ages.

The fmal scene in our wor~ (CA ;Uon Still Desir." has ah.,,-ays proven problernatic in

interprering dûs series; with no dear understanding of this enigmatie piece~ it almost seems

impossible ta appreciate the Lady and the Unkom completely. Despite the romantic tone of the

inscription A AEon S~1I1 DeJirand the nwnerous examples oflove scenes with similar tents, such as

Couple J·OIIS lin dais, Lùbesgartm mil Z~!t~ or r riJiJ~ dim d)evali~r(figures 25,.w & 41), it is difficu1t tu

situare our composition in the rePertoire ofIove image~', as this detaiI is found in a varie~' of specifie

contexts. \,\'e seem to he confronted with mother original composition in which me lady's action is

ncarly impossible to interpret. Does she choose or replace the jewels in dle casket? Kristina Gourlay

has œlated dûs scene to a marriage meme, which wc propose to accepr~ however wc beg dle reader's

patience, as wc hope ro achieve the means to explain rhis mosr mysterious element by the end of our

paper.

Armes ct Amours

It is these last rwo panels which seem to he pure invention in dle iconography ofIove.

However, a solid compositionaI parallel for 'c-rouch" may he found in representarions ofIove's

flipside: knighthood. The undeniable simiIariry berween the lady's pose and depictions of knights

such as The ~"""'-ine ff''ortbieJ- (figures 42 & 43) is me first due mat the representation oflove in me lAdJ·

aNd Ih~ CIll~7Jm is aIso dependent on masculine military imagery-. If we consider me entire series,

dlOUgh, we notice referenees to a knighr which establish memselves ow;th a certd.Ï.n repetitiveness.

The lances mat support the LeViste banners and pennants throughout the series are used for \\--ar, not

for jousting.90 The animais that support those arms were symbolic of particu1arly knightly \;rtues: the

lion, like the unicom, symholised "the sttength, ferocity, courage, fidelityand mercy" ofa valiant

warnor and chivalrous knight.91 Even less conspicuous members of the menagerie mat exisrs

throughout this series could recali such events in knighdy literarure and history as the l'Oelt.."< dl{ faisa1l

or the lJOelL",< du héron. ~'hat is often considered the conclusion of this series, A A{on Seul Desir, has a

r-.!ther poetic resonance with another dûvalric custom when we read Huizinga's description of the

tïfteenth century ptlS d'armes that centted around the fon/aint desplel'rs~ "For an entice ycar an unkno\\-n

89 K Gourlay, «La DtmIt à la lüomt." p. 65.
90 A Erlande-Brandcnburg. «Communication," p. 171.
91 K Gourlay. «La Drmtt à la Iicunrt: J p. 55.
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knight on me first ofeach rnonm will piteh a tent in front of the fOWltaÏn. Inside the tent a lady

(only a painting) sits and holds a Wlicom mat curies three shields.un :\lthough hardly an explanation

for the mysterious composition of me 1.Ady and /he Um~vm's final panel, this tradition does evoke the

sarne spirit chat conceived this iconic image of the lovely mistte5s of the unicom befoœ the tent of

golden tear5.

Thus, the image oflove depicted in the Lady tlIfd the Uniront seems ro he expanded by

references to knightly culture and creates a lacgc!' image of noble culture in general, for love and war

were the two trnditional occupations of the noble dass, the (\vo eIcrnents mat inforrned meic identity

and culture ta the core_ The dialectic between arms and lo\"e (tlT1l1es and amours) u.-as established in

secular liremrure in the thirrecnth century as the lyric love poetry of the troubadours began to

influence what had previously been the purely military genre of the dJanson de gest~ and from the end

of the thirreenth century throughout the late ~'liddle Ages, romans mat imposed an art oflove were

directly linked to chiva1ric vîrtues.'J3 ~lilitary pro\\tess was what rendered the knight worth~"oflove,

and the lady came ta replace the feudallord and even Gad as focus ofa knighes total devotion, that

for which he risked his life in the throes of banle. 94 ~fcdievallovewas in faer a system based direcrly

on the feudal model, such mat the lady was her lovers misttess in the literai sense of the teon: she

held the usovereign" power and he was her vassal in lovc- The rules of romancc even borrowed the

sacred forms of feuda1ism as in the ceremony whereby a hopefullover, or supp/ümt, would declare

himself the homme lige of his lady by pledging on bended knee and with clasped hands never to have

anorner Jelgneuroflove, afterwhich the oath would he sea1ed wirh a kiss (tïgure 41).95 Such ceremony

gives us an indication of tlle very fonnal nature oflove in the ~v[iddJe Ages, and this «liturgy" is

expanded by the spiritual content oflove and war.

By the thirreenth century, love \Vas an art, a knowledge or master]" of the cules that govemed

dlC practice oflove and, the most basic requirement in lo\'c \Vas the "vinue" of noblesse. André le

Chapelain makes this clear for us in bis tre-aty on courreaus love when he cxcludes the Third Estate

from all matters of love, for these membcrs of society are {ljolt! ntD/lre!lemmt (rmd/lits ri a,",vmplir les

oemre.f de Vénl/.J (omme le chel'ai et le millet, s/tÙ'(J1ft l'ùrstlnct de nl111,re. Les /rtllUlL'< de 10 teTTe et kJ-ploiJir)- du

lubollr el dit binage leltr s/gjùml.'J6 In addition ta the parricu1ar refmement and sal'Oirfaire that love

rcquired, virrue \vas aIso essential in the art of love, particularly tllC typically noble virtues of

gcncrosity and courage v.-nich are foreign ra the stingy and jealous nature of the l'lïoin- 97 Through the

association oflove with traditionaI signs of religious mystery, the visua1 arts contributed ta the

<r- J- Hui7.in~ The Autymn, pp. 97-102..
93 ~f. Cu.enavc, O. Poirion, A. StnJbel, & M. Zink, L'An d'Aimer, p. 52.
94 ~L Cu.enavc, O. Poirio~A. StnJbcl, & M. Zink, L'An d'Aimer, p. 205.
?5 J. Verdon, Le plaisir, p. 21.
% From J. Verdon, 1& plaisir, p. 34.
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s'Ulctification of the foans and images of noble culture. Love was, thus, a purely noble domain

which provided a complernentary, rcfmed identity to feudalism and elevated the wan'Ïor to a levei of

\'irruc and piety formerly only attainable through religion.'J8 Despite changes in political and economic

realities, the nobiliry maintained its superior social image while its cultural faans provided the signs of

membcrship in this idealised elire. However, rowards the end of the Middle Ages, Io\"e, thaugh

retaining its earlier foans, wouid be significand~"altered in its spirit, as anesred by the most important

secular lite['3.[j· work of the rime, me Roman de la Rose.

This monumental work presents us with a unique and hisroricalIy fascinating perspecti\-e on

love in the Middle :\,ges, for ir provides the exposition of rwo opposed theories of romance that are

based in the same tradition. Begun around 1236 br Guillaume de Lorris. this allegoricaI roman

espouses ~I the courtly idea1s of the traditionaljùramorand irs noble practitioners who were pure,

faithful. and self-sacrificing in the name of dle bim-aimk In the hands of its second author, Jean de

'\[eun, the Roman de la Rose wouId remain an allegory oflove, but ofa rnarkedly different nature

than that of his predecessor. Fmished around 1280, this romance, thus, pcovided an encyclopaedic

\'ie\\" of the an- anulIldi by presenting the older traditional model, and Jean de '\[eun's criticism of

courtly love's artificialiry which threatened dle human species by not respecting the divine decrees of

~arure. His libertine vie~"S (such as the condemnation of \-irginiry) wouId profoundly irk the OlUrch,

\vhile his cynical \"iews of fcmale naruce provoked a Iively liteC3.C)· debare, as weil as attacks From

defenders of the rraditional jùr'amor and women.

Despire the shift in attitude to\\-ards love and irs practice, amorous pUl"Suir remained a purely

noble domain open only ra those who possessed me necessary \"irtues. Gone. howe"'er, was the

erhical content of the older form; in the later ~liddle Ages, virrue was the means ra achieve lo\'e and

was defmed by aristocratic qualities such as cccarefreeness, receprability ra enjoyment, gaiety ofspirit,

love, be-<luty, wealth, gentleness, freedom of spirir (jralh4hise), and Cordteoisie.'>CY) The Roman de la Rose

provided the nobiliry with an encyclopaedic viC\\' oflove which in tum offeced the means ro explain

and depict their world and exisrence, such mar the elite found nor only the mIes oflo\-e. but also

their ideals ofworldliness and erudition summed up in one romantic work. Ir is difficulr to

appreciate the impact of mis roma", but Johan Huizinga rcminds us, "It is impossible to overesrimate

the importance of the faet thar the ruling dass of an cntice period obrained, in this manner. its view

of life and its erudition in the foem of an ors antalrdi."lOO Noble culture, it wouId seem, fOWld its

deftnition in rlle culrure oflove.

<r M. Cazenave. D. Poirion. A. StlUbel, & M. Zink, L'An d'Aimer. pp. 30-31.
98 J Huizinga. The AUnlfia. pp. 126-127.
C)'} J. Huizinga. The Aunmm. p. 136.
100 J Hui7.inga. The Aummn, p. 127.
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The Roman de la Rose and the concepts of love it exposed were influenrial weil inra the

fiftccnth century which witnessed a Renaissance ofchi\-alric values at vanous princely courts, such

that toumamenrs, ordees of chivaIry, and the art oflove were revived in foon if not in spirit for the

amusement of knighrs and ladies. Love became a worldly game for the social elite. \'\--hich \\."3S

preoccupied not with the rranscendental nature oflove. but rather with did/lit., or the amorous

divertissement and pleasure mar were characterisric ofboth noble life and the pracrice oflove. Ir

would seem that the great number ofdepictions oflove would he proof of the nobiliry's interesr in

love and irs desire ta sec noble culture depicted on large and small scale. Thus. if we consider dle

specific example of the Lady and the Unirom which presents an image of aristocratie culture based on

the nobility's rraditional raIes, we hegin ra see that the a.rms repeated throughour this work are

intended to attach such noble concepts ro the family represented. that is the LeVis tes °

Like many membees of the bourgeoisie who achieved rernarkable social and financial success

Oacques Cœur, ~icolas Rolin), the LeViste jurisr d~nasry ernployed arr and architecture as a sign of

membership in the noble class whase power they usurpcd. :\lthaugh the nobility had lost a

slgnificant portion af irs political and economic force to these amolisus, the former group.,

nonetheless, remained the envy of the Third Estate whose rising membees desired anly ta assimilate

themseh-es ta their social berrerso As the exact re-ality of nobilit)- does not coincide entirely with the

images and ideals of this class. ir is possible mat Jean LeViste may well have been an accepted

mcmber of the noble class. In addition ro the official ride granted him as President of the COtir d!J

AideJ", his family history and biography srrengthen his noble pretensions, as we shall see shorrly. The

LId)' ,md the Ufll~-rJm, considered in light of noble imagery and LeVisre artistic patronage, thus, emerges

as an encydopaedic view of spiritual and rnaterial sigrts of noblesse.
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III. THE PATRON

LeViste family bis101')" apd JeaQ I&Vi.CC'. bjograpby

\~llcn considering the new classes that \Vere dw1ging the identity of French society in the

late Middle .\ges, wc ma}" find a pctfeet illustration of the ernerging noblesJ-e de robe in the leViste

family.lOl At dle end of the rhirteenm or beginning of the fourteenth century, the LeVistes rnigrared

from Vimy C'cuville-sur-Saône) to Lyon wherc they established themse1ves as artisans. Throughout

the fourteenth century, their prosperity grew and they converted their aetivity ro commerce, thereby

amassing a considerable fortune and sigmtïcant intluence \vithin Lyon's urban oligarchy. Barthélemy

LeVisre, a successful dom merchant, made the decCiive shift from conunerce ra law \Vhen he decided

mat the legal profession would provide more security for his sons in the dark years of the plague and

the Hundred Years' War.102 Law would, dms, provide the Le\'istes with the means to rise to the

highest levels of society and ta mark the lare Middle Ages as one of the most important dynasties of

the emerging floblesse de robe.

Having completed his srudies, Jean LeViste (I) 103 retumed to hC; native town of Lyon where

hc cstablished himself as the famiIr's, and quite possibly the city's, ficsr doctor oflaw with clients of

imprcssivc stature, such as the Abbot of Ainay, the city consuls, and the .-\.rchbishop of 1.yoO.l04 A

highly successfullaw practice and a series of strategic marriages made him the wealthiest man in me

city, and upon his dC'J.th in 1383,JC'dIl (I) lefr his heirs wim sufficient means to esrablish the LeVisre

line of jurists and pursue the ultimate goal of noble status.

~ob!e aspirations do seem ta begin with this generation, particularly with Jean (I)'s eldest

son Jean (II), who continued the family law practice and swpassed his father's success by serving the

pn"m"eJ" de J-ang. His career began widl the Duke of Orléans, for whom Jean (II) may well have

adminsitered the state of Asti, induded in Valentina Visconti's do~-ry; in 1402, he passed inro me

service of Duke Louis of Bourbon whom he served as ftJ1!Seil1er and, larer, as chancellor of

Bourbonnais from 1408 to 1415.105 Jean (II) would continue his rise in princely administration ro

finish as me firsr man from Lyon ro enter royal service. As fOflJ-eiUerd/{ roi Otaries \1,Jean (II)

demonstrated such zealous dedication ro the cro\\TI that, despire his despicable personality, he was

1(11 R. Fédou. l.es Hommes de loi, pp. 293-350.
10:: R. Fédou. l&s Hommes de loj, p. 336.
103 \~'c shaH reCer to the patron of the Lüdy and the U"kom simply as Jean LeVisre. while the othee members of
rus family will he speci6ed br a number in parenthescs: Jean (I),Jean (U). Antoine (I). ele.
104 R. Fédou. Les Hommes de loj, p. 337.
lOS R. Fédou, I.&s Hommes de IQj. p. 174.
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appoinred protector and leader of Lyon during the Burgundian rhreat.106 In this career we see {wo of

the key factors to LeViSte success: service to lesser princes leading to entty into high royal functions

and sraunch royalism. !vfarriage wauld alsa he essential to this family's rise in society; thus,Jean (II)'5

marnage with the noble but poor Sibylle de Bullieu set the pattern for future LeViste generations. By

wedding noblewomen whose fathers could provide no dowry, rising mernbers of the jurist class were

able not only to facaitate the purchase of noble lands, but aIso to decrease the distance that was

perceived between themse1ves and the flobltsse de souche. Such alliances with noble fumilies aIso lent

more validity ta pretensians ta nobility, as Jean (II)'s proud references to his wife's hoMe et fl1Ia"eflfle

maison de FortZ would seem te sttengthen his own daim to he chevalier d'aT1'1'le.s et de /oix.t 07

Even if the nability of the LeVisres was contesrable,Jean (II) was certain to reac his children

in a manner that befit members of a grand farni1y. AU but one of his childcen forsook the traditional

family legal profession, in favour of the more traditional noble occupatians af seigneur or religious,

while his daughters were wed ta members of the flobltsse de souche. t08 Upon Jean (I1)'s death, althaugh

no longer the wealthiest family in Lyon, the LeVlStes nonethelcss found thernselves endowed with

considerable wealth, which had gradually been converted From urban rcal estate into more noble

foans ofcapital such as rurallandholdings, seigneuries and pensions.t09 As a noble testator should

do, Jean (II) guaranreed the longevity ofhis patrimony under the clauses and stipulations ofstrict

male primogeniture typical ofnoble culture. ~lore striking are the measures he took ta preserve the

LeViste familyarms which, in the case that one ofhis sons were not alive ta assume the full heraldry,

would he passed to a son af his daughter, Catherine, provided mat the boy and his descendenrs

would bea.r the arms and name of the testatar as weil as reside in the ancestral home at 29 rue StJean

in Lyon; were this refused, the anns and property would pass to his eIdest soo's daughter and in tum,

to her eldest son, ete. t 10

Je-an (II)'s firstbom, Antaine, li\Oed as a seigneur should from the revenue generared by land

holdings and From the very geoerous shace left to him from his fathers fortune. Jean (I!)'s heir was

also allied ta the l10bltsse d'ipie wough rus marriage to Béatrice de la Bussière soon after 1431; within a

few years their first san Jean (the future patron of the Lat!Y t11ld the Uniconz) was bom. uI In 1434 the

LeViste esrate was considerably eruarged when Antoine asswned his wife's inheritence of three

106 R Fédou, Les Hommes de 'Qi, pp. 340-41.
107 P. Contamine, La Noblesse au Royaume de France de Philippe le Bel à Louis XII, Paris: Presses
Universitaires de France, 1997, p. 97.
108 G. Souchal., "Messeigneurs leViste," pp. 218-220.
t09 R Fédou, Les Hommes de loi, pp. 344-345.
no G. Souchal, "Messeigneurs LeVlSte," p. 222.
111 René Fédou discovered the reference to Jean LeViste's parents in the Ohilllt61J! rN laprovince rN qon which
cites, "nobilis Johannis Le Viste junîoris, domini BeUecurie, d'A.rcy, ac consiliarii Regii," "dominus Antho Le
\liste" and Béatrix de la Bussière "uxor predicti domini Anthooü et mater domini Johannis junioris." G.
Souchal, ccr-,.fesseigneurs LeViste," pp. 224-225.
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quarrers of the seigneuries of Arey and Sr. Christophe. Originally bequeathed by Lancelot de Sérnur

to his nieee Béatrice de la Bussière~112one quarter of the property was already in the hands of

creditars~ and the remaining lands were weIl beyond the fmanciaI me-dflS af the impoverished house

of la Bussière. These lands wauld eventually be passed to :\ntoine's eldest son Je-Ml who continued

the social dimb initiated generations before him. This d)u'a/ùrand j-d!J1ertrd'A'9" may be considered

the climax of the leViste d}TIasty, and his tapestries of the lAdy a1!d tilt Umtom may weU he the

radiant image ofan individual's and a family's ultimate social suceess.

Cnlike his futher,Jean wauld pwsue a legaJ carcer which, significantly, can he relativeJy weIl

trdccd. l13 His study oflaw bcgan in :\vignon in 1~52 and fmished six years later in Paris. The first

years ofhis career are somewhat shadowy, although we flOd mention ofhim made in 1464 when he is

cited as LOllStilkr lai in the Parlement of Paris. Ir seems likely~ though, dlar Jean LeViste began in the

sen:ice of the Dukes of Bourbon, for this was a common "entty level position" for promising jurisrs,

like the LeVis tes and Charles Guillard, the patron af the HislOT] ofPerref(J t"dpesny. Furthermore, Jean

leViste must have been in Bourbon service for sorne time before 1465~ the year in which the duke

eompensated his fuithful servant \\-;th lifelang use ofa house in Norre-Dame-des-Champs just

ourside of Paris. Jean Le\rtSte would maintain ries to the Duchy of Bourbon despite his evenrual

service ta the kingdo~ and we flOd numerous rewards paid ta Jean Le\ïste by the Bourbon family

until 1489.

Like bis ancestors before h~Jean leViste benefited from his position with the Duke of

Bourbon ta enter into service at me Parlement of Paris, and br 1471 he wauld seem ta have

aehic..'ed a certain level of importance among his noble peers. \Ve fInd]h r..efTùle•.. et79"er..•Lv1!j-eiUerdlt

roi e1/ Ja ~V/lrdf{parlemmt de Paru" Iisted in the Regisln de GI/em! among the notable figures who received

rcgular gages. pe11Ji011J el ordo111UJ11œS, such as me Dukes of Lorraine and Brabant, Tanguy de Chastel, and

Charles d'Amboise. Thar he had entered the good graces of the "Cniversal Spider" Louis XI secms

proven by the controversy provoked in that same year, when the king created a scventh office of

.\faÎtrr de la ChtlHlbre des &qltius expressly for Jean LeViste. The uproar caused by this appointrnent

incited nearly three years ofcontentian and debate from the other six mernbers who sought legal

rccourse against what was perceived as a perversion af the administration and, perhaps, a usurpation

of noble power. Jean LeViste, nonetheless~was maintained in his function in the ChtlHlbre des Reqllétes

and continued to benefit from royal favour, as may he deduced from the gages. pmsions elordon1!aœs

awarded to him which rora.lled more than one thousand lù.,-u loltmois from 1~73 ta 1~75. -'fore

significantly, wc begin to sec at mis rime the increasingly important role Jean leViste played in his

Il: .'\. & c.-:-'l. Aeury. Js Cbâteau d'Agy. p. 54.
1IJ G. Souchal. "Messeigneurs LeVlSte." passim.
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kïng's service, as the f.lithful admùllsmuor was employed on considerable diplomatie, le~, and even

rnilitary missions.

From 1473 to 1474 Jean Le"rlSte was charged with the allilailkmmJ des gms deH'~ en Ro1lSsiIIon

polir k rtCOlIvrt"UIIJ druJ.p'!JJ, a military function which undoubtedJy flattered and perllaps validated bis

noble aspirations. In these same years, the king enttustro his œnsti1ltrwith diplomatie functions of

the utmost importance. Various trips made ta the duchy of Bac from 1473 to 1474 would seem ta

indicate mat Jean LeViste was implicated in Louis XI's machinations that would eventually thwan

Charles the BoldPs imperial aspirations: LeVlSœ"s voy-.tge ta the Barrois in August 1474 eoincides wirh

Duke René II ofLornline and Bar's decision ofAugust ISlh 1474 to abandon the Duke ofBurgundy

and to ally with France. On September 22Dd 14761 Louis XI appointed rus conseillerto the sixœen man

jwy mat would investigate and judge the durges of rreason and Ièse-majesté brought against the

kïng's cousin, Jacques d"Atmagnae, Duke of Nemours. Louis XI would pay bis faithful servant the

greatest and final honour on May 22nd 1482, when the king actually visited and lodged with leViste in

his château at lucy. Rctuming from a pùgrimagc to Notre-Dame de Oéry, Louis XI paid li SOli jidèlt

Stn'Ztellr... I"ho1l1ulirdt Iol?at the O1âreau d"Arcy and donated a relie of St. George to LeVlSte"s

seigneurial chape1.114 The miraculous cures mat Louis XI sought in dUs and many other pilgrirnages

would not corne, and the king died in 1483 to he succeeded by bis YOWlg son Olmes VIn, who

would maintainJean LeViste in his pri\<-ileged position at the core of the royal politics.

On September 2nd 1483, a delegation was chosen by the Parlement ofParis to visit the young

king and ask him for royal confionation; one of the LeViste family was a member of dUs party which

left Paris for Amboise where Charles VIn gave the Parlement rus full approval. Ir is not cleu

whether this LeViste was Jean or his cousinA~ who aiso \VaS a member of the Parlement of Paris,

but we are certain that Jean eontinued in bis position as t:rJnstiliu lÛt roi and eventually was ernployed in

de1icate matters of justice, such as the 1487 trial ofPhilippe de Commines. The crowning

achievementofhis career, however, came in 1489 when Jean LeViSte was appoinœd prmiJml des

genuaJ/1x iltr k fait dt lajltStia des aides a Patis. As head of the Cour tks AiJes~Jean LeViste led the

sovereign court that oversaw e~1:Iaordinaryroyal finanet; eV31uated at thirtr rimes more than the

kïngdom's regular feudai revenu~.11S This position, traditionally assigned to members of the dergy,

was given only to intimate members of the royal entourage whose loyalty and tenure surpassed all

omers. RemWlerated with 1000 livres toumois pee annum as wellas a1l expenses reïmbursed for

UD'ages et chetJaJ«hw, the greatest compensation for dUs position was certainly the noble ride

automatically conferred upon the President of the COIII" des Aitkr.

114 A. & C.-M. Fleury, Le Château d'AlÇfI p. 64.
Ils E. Bourass~Pour Compn;odn:. p. 82.
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As did most successful jurists,Jean LeViste likely married lare in life once his caœer was

securely established, and like many ofhis pcers,Jean leViste took a noble wifc.116 His spouse,

however, was hardly a member of the declining noblt.fse d'ipie which unloaded the costly burden of

daughters on wea1thy merchams and ;urists. On the contrary, Geneviève de Nanterre came from a

long established noble family whose name was as respected as its fortune was inunense, and such a

repuration would seem to attest to the relation of parity Jean leVISte established among the

traditional nohility. Daughter of Damoiselle Guillemette LeGere and first president of the Parlement

of Paris Mathieu de Nanterre, Jean LeViste's wife was a considerable party who brought property,

prestige, and money to her husband. l17

Three daughters would issue from this ma.rriage: Gaude, Jeanne and Geneviève; the [wo

eldest daughrers would enter inro highly successful marriages which quitc [ctlca the dual nature of

LeViste interesrs and lineage. As we will sec in more detail in me nexr chapter, Gaude, the firscbom,

would ma.r:ry t'Wice and bath rimes with members of very illustrious noble families. In contrast, her

younger sisrerJeanne's husband wa.s C01tSeilltr dIt roi and second president of parlement despite a series

of seigneuries and a noble mother, Thibault Baillet was noc of the same noble stuff as his brothers-in

law, cacher a peer ofhis father-in-Iaw. The YOWlgest leVISte daughcer did not marry, and with no

male heir Jean LeVISte would he forced to concede the full familyarms and a certain number of

ancestral properties, incIuding the house at 29 rue St. Jean in Lyon, co a cadet branch of his family.

However, the patton of the Lady and the Umi:"Om had established himself as an independent seigneur of

domains inherited from his maternaI ancestty of the 1/oblesse de souche, and throughout his adult life

Jean LeViste continued to regain and consolidate considerable properties which had been lost from

the la Bussière herirage.

In 1457, upon the death of Antoine LeViste, Jean was sole heir te his father's fortune and

lands. In April of mat yea.r, Béatrice de la Bussière ceded her daims to the noble esrares of A.rcy-sur

Loire and St-Christophe-en-Brionnais to her son, as recorded by the /nvmlaÎre général des tilrespgpiers el

altlm msiegnemmls des terres el seiguun'es d'Arry, Vimleq where we read of the donlUllioll faiJe parMadame

Bia/n'ce de la B/{ssière veuve d'Antoine Le Vifte a noble Jean 1.L Virte des Urres et dipmdœrces dicelles en date du 25

al/ril1457.118 In 1460, Jean LeVlSte presented li11 acte de reprise ave,1 dil1011lbrement de la UTTe d'Arry and its

dependencies CO the Duke of Burgundy, Phillip the Good, and would cake full possession of the lands

in 1464, as testified by bis payment of one thousand livres for the Iast quarter of this propcrty which

had been in the hands of creditoes. As full owner of these ancestral lands, the consei!ltr dIt roi and

116 G. Souchal, "Messeigneurs leViste," p. '2:37.
117 G. Souchal, "Messeigneurs leViSte," p. 238.
118 ].-8. de Vaivre. "Messire jehan leViste," p. 416.
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Jeignellr d'Arry duly labelled himself in this document egregiJls domiœl1Jls. 119 Fmally, at the highpoint of

his career and the end of his life Jean LeViste continued te assemble what would seem to he a

«maternai patrimony," as he purchased me seigneuries ofSaint Sodin (1489) and Arigny (tide ta

revenue 1491, land 1494), and a maisonJOrteat Liergues (1491) aIl ofwruch had foanedy been

possessions of the la Bussière family.l20

Although we do not benefit frornJean LeViste's will (which was published in part before

being lost), it seerns like1y rhat Gaude LeVlSte would have heen his principle heneficiacy in order ta

maintain the integrity of bis persona! domain. Furthennore, she would execute the restoration of her

fathers seigneurial chapel, as expresscd mat chis undertaking was ta he done le phtlÔt qucft1i~ St poIITTa

par mort bérilim 011 hin"liers. 121 It was this chapel that ~"aS ta have been the fmaI resting place ofJean

LeVisre, where he hoped ta preserve a public memory ofhimselfas chevalùrand J?i!JI~/rd'Arry. BU4

would dUs man of common origins have heen justified in his daims to nobilit}-? Nfany scholars

refuse ta categorise Jean LeVisre as a nobleman, but rather as a puvenu or a nouveau nChe, like many

commoners who declared themselves aristoerats simply because they owned noble property.l22

Furrhennore, Jean LeViste's patemal nobiliry was weak ifat all existant, while rus "true" nobility

descended from the maternaI side: legallyand traditionally, nobility could not he transmitted from

mother to child. Louis XI remirtded his subjecrs of the inv-.ùidity ofsuch pretensions when he

denounced those who claiIned nobility falrt el caust de fellr:ffemmes, mens e' nob/esfiefi ql{ 'ils on' acquis que

autrement.l23 Nonetheless, Jean LeViste had no reserves about labelling himself wirh noble rides,

particularly since the President of the Cour des Aides automatically received an officiaI noble patent.

He aIso came from a throroughly noble miliel1 as his father lived as a true seigneur and his mother's

greatest asset was her pedigree. ~foreover, the realiry of nobility was hardly as simple as the dear eut

deftnition of the duee estates that all too often conditions our ,,-iew of medieval society. Ir, therefore,

seems pertinent ta investigate the nobilit)- as a social and legal state in arder ta answer the question~

'~Vas Jean LeViste noble?". We undoubtedlr will not arrive at a devinitive answer, but we will

certainly see that we should not categorically refuse Jean LeViste the rank of noblernan and mat dle

message he created with the lAdy and the Unù:om and with other artistic foons conveyed the message

that this man \\-"35 noble not only in ride but also in spirit.

119 A. & c.-M. Aeury, 1.& CbârejJJ.l d'Arcy, pp. 57-58.
120 j. Odin~ "Qaude LeVISte. O1ârelaine beaujolaise, et la célèbre tenture de la DaI1It J l4/itonte," Bu1lerin de la
Société des Amis du Beauiolais, Académie de Ville&anche-en-Beaujolais, 1967. p. 22-
~1 The emphasis is ours. G. Souchal, "Messeigneurs leViste," p. 238.
U2 A. Erlande-Brandenburg, "Communicatio~"p. 174. C. Norden~ «Qui a commandé," p. 55. J.-B. de
Vaivre, «Messire Jehan LeViste," p. 412-
m P. Contamine, La Noblesse p.58.
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Nobiliey iD the lace Middle Aca

How does one define nobility? The basic benefit of nobility was privilege, panicularly the

fiscal privileges that members of this caste enjoyed.t2. Therefore, in order to regulate privilege and ta

guarantee that aoly the ttuly meritorious were exempt fram taXation, there would necessarily be sorne

sort of lega! definitian that allowed the categorisation ofwho was noble and who was not, who was

privùeged and who was not. In the simplest renns and at the basis of feudalism was the sacred

notion of the Three EsCltes that constitured medieval French society: the ecdesiastic Oturch or First

Estate, the military nobility or Second Esrate, and the comman labourers or the Thiai Estate.

Although the ttue feudal cra had come ta a dose by the thirteenth century, this foanal model was still

effective as the ÉtatslfniraJ/X de TolU'S confioned when they declared in 1484 :

LA dislÙrdiOfl da étals des Illtlllbrts dt la chostpUb5qHt lIést mCOIIIINt dtptno1tnt, selo" laquelk il est
pm"..,,' li /Église depn"ptmr/es (lII/RS, de amstil1er et d'ex1Jorter, li la 1foblesse deprotiger /es iJIIJrupar les
armes, el (J'II fJelljJ/e de les 1fOUm,. et de les entntmirpar les ((J1fltÜJlllio1lS elpar l'agrn:ufJltn; el œ/a fion point
polir favdlltage partülllier de dJlX1I1l, ",air dans le seul lnIJ dll SOii bimpltbic, que chacun, tif QI:t'Ompliss(J1lJ
S01l Dj/ia, doit jXJMrsIIivre et rn-hnrher, smu tnlllllilJer !til_ml/JOlir soi",eispou,. mIlS mItJJIble, tif sOlU
que, si rOll lIS'ItfJ'e l'oJJiœ de SOli assfXii 01/ si r()ll~ milfanJeali $I/f" 1111 atlln, ()II s'ot:'I:II/Je ",al th l'II/iEti
du bien (f)11I1111111. Cetk spiajidti dts oJfùts, ni ItsfU1ll1lU, ni lesjtll1ltS, poN,./N" qll'ils aimt que/qNt
ui1l1Uf't d'ütstT71dio1f, 1U figRomrt. 125

A change in one's estate would pose a titteat ra the common good, ta the stability of society,

foc titis triple social division was considered a divine institution, the success or failure ofwhjch

depended not on the validity of the mode1, but rather on the effectiveness of those who fulfilled their

roles. l26 The clergyman prayed; the nobleman protected; the commonee laboured. As the medievai

conception of the wadd and society was perfectly statie, there was little place for change or alteration

in the stereotypes mat populared the three estates, and the idealised images far eaeh dass alIowed this

social mode1 to find its justification in the face of auacks on ail sides from a conflicting rea1ity.

Although the clergy continued to pray and perfonn its sacerdotal role, the Church's image ofspirirual

leader had been severely tamished from corruption, hyposcrisy, and the Great Schism. Noble power

had significandy dedined in the econamy and even in the politics of the rime, as capital begm ta

replace force as the key ta power. 1bis new power, money, wa.s generated by members of the third

estate - merchants, bankers and jurists - who defied categorisation in any of the cstablished classes: ir

was obviously illogical to group these urbane burghers with those who toiled the land, but sacred

tradition exc1uded them from the nobility.

12-4 P. Contamine, La Nobk:sse. p. 21 .
US From P. Contamine, La Noblesse, pp. 4-5.
126 J. Huizinga, The Auromo, pp. 62-63.
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Howe\'er~ the Second Estate maintaincd irs hold on dle popular imagination such mat there

\Vas no group more admired or envied tlliln the aristocracy,'r." and the uIrimate sign of success was a

place in the uItimatc social caste. \"'11at is more the nobility nceded and accepred the new blood and

money that came from the successful bourgeois who sought acceptance in France's elite, as proven

by the pattern of social e>..wcnon and rene~'a1 mar marks the period from 1280 ta 1510.118 Fr.ance's

rraditional noble population was gradually being deplered throughout me end of the Middle Ages for

N:O gcneral rcasons, one biological and the other economic. First, the noble "raccnlost irs numbcrs

as a result ofdeam from ~·ar, sickness and the infLm1Ïty thar characrerises intermarriage, in addition to

the obvious effect of celibacy mat \\-45 practiced by an increased number of noble rcligious. Second~

a largc portion of this dass simply ran out of money, as feudal revenues could not meet the demands

of a lifcsryle which was based on war and leisure. It was mis lattee re-dSon that favoured the renewal

in noblc population and the dlanges in the hicmrchy of French society.

.-\ common social pracnce began around 1300, as wealthy peasanrs~burghers, and espccially

jurisrs began purchasing noble properties. Although the simple acquisition of such properry did not

instandy guaranrce a noble ritle, many such new Iandowners were eventually integrated into the noble

c1ass, provided that they, their children, and their descendents lcd a noble lifesrylc in casties or manar

houses fumished with all the amenities of refined living; mat their daugllters entered imo noble

marriages; and most importandy, that the landowners went to war in the name of their sovereign.t:.cJ

~!arriagc was the other means of enrry into the noble dass, as we have seen in me specific case of tlle

LeViste jurists, who toak advantage of me impoverished sene of the 110blesse de Jouche and usurped a

bit of prestige br marrying young danroisdles whose father could not afford a dowery. This pattern was

50 common that by the fifteenth cenrury, and especially after 1450, all major cities had a gro~p of

nolableJ-, mat is influenrial citizens whose fortune was made in banking, commerce, or law and was

invcsted in ail fonns of real-estlte, but most particularly in noble lands.I30

l11e greatest desire of the pan'tll/{J'who were srarting to fdl me r.mks of the second esrate was,

narurally, to assimilate to their adopted dass. Theoretically this would have represented a drastic

change for bourgeois am'lù'~~ as a guiding principle in noble culture (me price of fiscal exemption)

was the interdiction of any sort of commerce or manuallabour. Thcoughout the second halfof the

fiftccnth century, the notion of inappropriate noble comporttneot was given a specific tenn as me

idea became widespread. Behaviouc or practices which were not conducive to polinra·ln lefait de noble

were characrerised variably throughout the latter years of mis century as desrogean' tlfait de noble (1447)~

1';:- J. Huizinga. The'\uturnn. pp. 61-62
tZ8 P. Contamine. La Noblesse, p. 65.
U? P. Contamine. La ~oblesse. p. 76.
DO P. Contamine. La Noblesse, p. 97.
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dtsrOglltr ailpn·ulel/ de nobles.re (1470). or simply desrogefZ1lct (1485).131 Ali of these terms cefet' to the

activities or conduet that were considered typical of the third estate and that were thought to infect

the upper echelons ofsociety.

Noble status required a noble lifestyle, mat is to live off the revenues generated by one·s

terrestrial property, te sunoWld onese1f \Vith the luxury and camfart that befit an individual of titis

station, and te serve one"s sovereign (and therefore one's country and people) in a military functian.

However, the newest members of the nobility may not he ta blame for the decay in noble values and

identity; in order to fucilitate assimilation to their adoptive dass, they were like1y morc traditiooal and

conservative in their thoughts, activities and lifestyie.132 Furthennore, as the noble population

acrually decreased from 1300 ta 1500, it would seem that former members of the third esrare

represented only a modeate to insigni6cant change in the demographics and nwnbers of the late

medieval French nobùity.133 Part of dUs dec1ine may he explained by the horrors of the Hundred

Yeacs War. Another explanantion may he pure1y economic: as the financially taxing nature of a

proper Lifestyle made it nearly impossible te live offone's lan~ many nobles supplernented their

incorne with extIa-feudal eamings from agriculture, forestry, urban reaI estate, and even commerce

and usurious loans.t}4 Despite the stigma ofderrogeanœ, equally vivid in the minds of the nobles and

rrJI/lmn, there were acceptable occupations besides dut of chevllÛr.

Antoine de la Sale defines the (wo professional domains that are appropriare for males of the

highest dass of society: the ecdesiastic and judicial or the militaIy and courdy.1.1S The basic mies of

clergyman or knight were long accepted paths for noblemen to foUow, however in the late Middle

Ages, the judicial function hegan to emerge as a separate entity and may perhaps he seen as a

conflation of two aspects of the more traditional occupations. Royal administrators and jurists

defended the validity of a prince's sovereign daims which in more theocratic cimes had been the

responsibility of the Chuteh, and in sa doing defended me physical wdfare of the country, as did the

lloble.rse d'ipie. It, however, was not acceptable to he a simple notary or lawyer: what was essential to

the respeetability of the judicial reaItn. and perhaps what masr inrerested nobles in this field, was the

dispensation of justice, a primordial and prestigious function in the Middle Ages. Despite the

importance of and demand for dUs activity, however, there were origianally relatively tew nobles who

could aetually he quali6ed as jurists or legal experts. From a social perspective, the legal profession

demanded skills and qualifications which were acquired at the wùversity, not on the battlefield, and

t31 P. Contamine, La Noblesse, p. '2JJ7.
III P. Contamine, La Noblesse. p. 315.
m P. Contamine, rd Noblc:sse•p. 280.
134 While most nobles emplo}ocd a middleman in mer in"'estmenr5, Philippe de Commynes invested in a
merchant ship andJoan ofNaples henefited from the mrerest generated by laIDS. P. Contamine. La Noblesse•
p.115.
135 P. Contamine, La Nobles5C, p. 164
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wcre torcign to the noble mind.136 A historicaI perspecti\'c shows us, morcover, that the implication

of lay, non-noble administtators in the roy-al administration WdS a sign of the end of pure feudalis~

the harbinger of a new cra.

In the thirteenth cenrury, Philippe Auguste found me means ra overcome a menacing

nobilif!' in burghers who were welI-versed in Roman Law, such mat by the fourteenth century, the

monarchy had esrablishcd a certain stable 10yaIt), through the centralisation ofgo\'emment and the

inclusion of non-nobles in poiiticai life.13ï The result of this shift in power and re\'olution in social

functionïng \vas the 6rst distribution of noble patents bya French king from 1275 ta 1325.u8

111roughout the end of the medieval period, dletl, public service ta princes oc kings provided

possibilities ta cise in the fixed hierarchy for the urban bourgeoisie who did not conform ra

established social definitions, yer possesscd the means for success - wealth and education.139 Lyon in

particular wauld be one of the kingdom's most important cities for its economic, social, and political

contributions. The years between 1370 and 1450 saw the rise of Lyon':) jucist class from which

emerged its doctors oflaw who would esrablish a nwnber ofhighly successful <'dynasties" based on

faithful service to the CroWll and political, economic, and cultural superiority ao the peasanrs, artisans,

and merchants of the Third Esrate. HO

In his indispensable srudy of Lyon's jurist class at the end of the ~liddle Ages, René Fédou

illustt"àtes the rypical pattern of the rise of the CCLyonnais Legal D}nasty," which ernerges as a sort of

LeViste family portrait.1H Springboarded by original suceess in commerce, a founding member

presen'es the essential monetary wealth br shifting his family's interest ta law, as Banhélemy LeViste

did whcn he sent his son Jean (1) ra eam his doctarate in law. A skillful use ofconnections to

(minor) princes is the standard rneans to achieve success and could he seen as the rrademark of

Le\lste careers \Vhich invariably started with a considerable personaliry, such as the Duke of Orléans

or the Duke of Bourbon who provided the necessary professional and diplomatie experience if not

the desired prestige. A strong personality, such as Jem (II) LeViste, recogniscs and seizes the

opportunity to forge a place for his family in the royal administt"dtion that is established as the

monarchy begins to stabilise its power. 1b.rough purchases of noble properties and marnages \Vith

noble women, men like Jean (II) and his descendents gradually penetrated the ranks of France's noble

De.. P. Contamine, La ~oblesse, pp_ 192-193.
D~ Joan Evans, Lift: in Medjeval France. London: Phaidon Press, 1957, p. 139.
us P. Contamine. La ~Qblesse, p. 20.
B? 1. Oonlas, La Vie quotidienne dans les châ(eatL~ de la Lojre au temps de la Renaissance, Paris: Hachette,
1983, p. 437.
1010 R. Fédou. Les Hommes de loi, p. 295.
14\ R. Fédou. Les Hommes de loi, pp. 293-350. Philippe Contamine aIso cites the LeViste familyas the perfect
cxamplc of a legal dynasty mat rose from the Third Estare to the Second Estale. P. Contamine, La Noblessc,
pp. 97-98 & p. 194.



•

•

39

dass. By the end of the fifteenth centilry, the fJObltHe de robe, although ir did nor exist as a te~ would

exist as a noble stereotype, having won a certain amounr ofground from the sacrcd nobksse d'ipie. 14:

Tradition was hardly adverse to the nobility of those who served the kingdom in a judicial

function, and mere were even certain reg10ns around the Midi (Dauphiné in particular) thar found the

tide of Docrar of Law, wirll irs sPeCial expertise and funcrions, worthy of the privilcges and ride of

nobiliry.1B LeViste noble pretensions men become all the more dear when we nore thar this

tradition, common in neighbouring regions but less sa in Lyonnais, was respected br Jean (II)

LeVisre who declared himself dJer/alùrd'arme.s el de IDi.144 \,(·bar is more, Jean (II) was one of a very

small numbcr of Lyonnais citizens ra declarc inherenr nobili~- when he daimed thar son bisaim! !Stoit

Noble .~ ..j' el .'...0' partit dl{ pais de Bonrgoigne, dliql/ei if estoit natifet rint denrfl,,"r m la tille de Lion Of( if anHt 11(!J"a{

noblemmt. HS Are such tenuous daims proof of an aniriste attitude or validation of cultural and social

superiority?

Thar mere were individuals and families who pretended 0:1" unjustifiably claimed ro be noble

is unquestionable: the nwnber of investigations and rejections of $uch daims dlCOUghout the fifreenth

cenrury would seem to he proof mereof. H6 However, there were undoubtedly those who felt thetr

cases were unfairly rejected. \"'·ere there rules ra detennine who was noble or not? The desire ra put

a definirion on nobilit)· thar emerged in the fifteenth century \vould seem ro indicate mat there were

at le-dSr attempts ra provide such criteria, and we do find exact recipes for what it toak ra make a

baron, \'icomte, duke, etc.Hi But such prescriptions apply ("Mely ta reality and less often to

perceptions. :\ whole variet)" of factors detennined firs4 ifone wece noble and second, how noble

one was; were the second answer insufficient, if seems likely that the firsr would hardly matter.

1bearericallyand traditionally, only a «prince" had the power ra change one's estate, as is

dear in the fourteend1-century Smlge dll Vetgùrwhich states: PmI ar/m'I est" anob!ypar lepnnœ qui 'le

((}nglloist iOI/l'erazn autre en te~" [LIn empereur, lm roi,J ou a/{l~ J'eig'leltr lenier qJ,i ailpO/woir elprtisülflL"'t: de faire

!t?;'. ,'ar s 'il apla'Haf1l~ de faire l'!'J par trJ1lseqlllml ilpertl annoblir.1-'8 This tradition is upheld inta the extreme

end of rl1e ~1iddle Ages, as a fifteenth-cenrury source infonns us mat onIy a prince may raise a

corrunoner to the ranks of noble: le pnitœ le tient parparole noble en Ird donnl11r/ tiû~, homleur, librti et

YandJi.îe comme les a/{Û11!.fgenli/~ommes le tiennml qlli J"onYSSffS de noblesparenJ·•.. jet dmlne} a ,-elU9' qli 'il tgme

allk7m oJJiœ, Itqlle! emporte al~''IlIes ua' endose digrlili.1-'9 Ir would initially scem simple ta \-erify a daim ta

\.IZ P. C..ontamine, La Noblcs"c, p. 330.
\·D P. Contamine, La Noblec;se, p. 74.
1""' G. Souchal, "~vlesscigneursleViste:' p. 218.
145 P. Contamine, La Noblec;se, p. 194.
1-K> P. Contamine, La !'oblesse, p. 38.
147 P. Contamine, La Noblesse, p. 74.
I~ll From P. Contamine, La Noblesse, p. 67.
149 From P. Contamine, La Noblesse. p_ 72.
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nobilit)·, as lerters of noble patent were officially to he rccorded in che Regùtre dIt TrisO,. de.f Charfej- tl de

la Chambre dts Comptes. ISO However, for reasons ofcost rclatively few cnnoblements were actually

rccorded, and we can only wonder how many more have heen lost ra negligence, hazard, or time.

purthcnnore, the defmition of "prince" is hardly clear when we consider these texts, and given che

me-aning of che word, the Du.kes of Burgundy. Brirrany, Orléans and Bourbon were as much princes

as was che King of France. As the leViste dynasty had a record of exemplary service to different

sovereigns, including the Dukes of Bourbon and Orléans who were endowed Witll the power to

ennobIe, ir seems quite possible that these fuithful servants were cornpensated wich an "official" tide

urtered br a "prince."

\\'c then see thar Jean Le"Iste, the patron of me LAt!;' and tht U,u.i:vf7l, undoubteldy

considerc-d himself noble as he deserved. not only bec.luse his presidency of che Cour des ..\ides

conferrcd nobili~', but also because he met the requiremenrs of respectable standing within mis social

class. The mree criteria that can he said to influence che degree ofone's nobili~' are :

1. The quality and quantiry of noble land possessions

2. The longevit)" (reaI or daimed) of famïly lineage

3. ll1e nature of family ties and alliances151

The LeVistes. and Jean in particular, 0\\-"1100 a considerable number ofnoble domains and mus are an

exception to the mIe mat noble properties o\\-"I1ed br commoncrs were of insignicant size and lime

\·alue.15Z The longevit)- of LeViste noble lineage dates to an unknown past cited br Jean (II) as we

have secn abo\'e. The tenuousness of mesc daims are counterbalanced by the long line of

noblewomen chat mothered LeViste children and local tradition mat equated doctors oflaw, likc Jean

(II) and Jean (IV) leViste, with mernbers of me nobfesJ~ d'ipé~. "That the LeViste family truly believed

memselves noble may be proven by the "arious references they make ta memselves in noble teans or

br dle facr mat from an carly dare mer were not undaunted br raking advantage of the nobility's

fiscal exemption.153

Howcver, the "obfess~ dt JOlfL-he was hostile ro new members no matter how justified cheir

daims seemed, and the tanlish of common origins could remain wim a family en:n gcnerations after

the initial ennoblement. To illustrate the tenacious stigma ofboucgeois origins Philippe Contamine

gives dle example of the LePelletier family. successful merchanrs from Rouen who accumulatcd

noble properties while mainraining meir commercial acti\'ities mùy ta attain a noble tide in 1471. In

1485 dley bcgan construction of the noblernan's requisite château ~1artainville.Pays de Caux), and

the nexr l'car ther were induded in the presentation of nobles mat took place in the city of Rouen on

150 P. Contamine, La ~oblesse, p. 67.
151 P. Contamine. La Noblesse, p. 78.
151 P. Contamine. La Noblec;se. p. 102.
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3 July 1486. Nonethelss, their bourgeois origins and commercial activities weœ still rcmembered weil

into the eighteenth cemwy.t54 As the image ofnobiliry depcnded little on reality, but on an idealised

past based on armes et QI1l01lTS, true membership seems [Q have depended on a vital symbolic content.

Although they did not command the economic or poLitical power of the feudal age, the nobili!)' still

represenred a spiritual and social ideal that conunanded the popular mind and appealed ta a

transcendant notion ofan ideal past bathed in the virtue and sancriry of love and knighthood. In

contraSt to the often lingering stigrna ofcommon origins, the essence of nobility was virtue which

was theoretically available to everyone and a model or school of thought to he transmitted to noble

children tantpar esû/de de c/ugje quepar l'enseignUlle1tt des vaillons chevalùrs ou escraersPf'fUX hommes et bien

mrommis.155 It was undoubtedly this culture that ttuly proved one's inherent nobili!)', and this spiritual

content of chivalric culrure is clearly expressed in the Lady œrd the U1Iirom. If we re-examine the

history of the leViste famj)y from the point of view of rnaterial culture, wc may well sec that art and

architecture were a most useful means ta communicate the true nobility ofa family that rose with an

incessant deteanination from conunon beginnings ta rcach the highcst lcvels of society.

Images of qobili~

Art and architecture have long been the sign ofwealth, power, and importance. Although

the imagery and themes oflate medieval art were undeniably linked to the High ~1idd1e Ages, they

were no longer the property of the Church or the monarchy, as art became the means for wcalthr

individuals, often non-nobles, to advertise their success and ta creare what we would raday label a

public image. The emerging jurist class, the future noblesse de robe, rccognised the communicative

potemial ofart and architecture which they employed as the manifestation of their membership in the

nobiliry, as the ultimate sign of success. Once again, the LeViste family provides us with the parcldigm

of such patronage which may weil have used works of art and intellect for the most practical

intention of an individual's self-glorification.

Jurists were the only members of society, outside the nobi1ity and the clergy, ta passess

considerable libraries. Not ooly was a library indispensable to the practice oflaw, but literature had a

great intellectual and cultural value for this class that had benefited from academic education and,

thus, distinguished itself from an urban population comprised largely of merchants and artisans.

Literature aIso communicated a social message about the owner of a library, as the cost of illuminared

manuscripts \\ras weIl-beyond the fmancial means of all but a very small, privileged minority.

Possession of a library could he seen as a sign of membcrship in a refmed elite that had bath the

153 G. Souchal, "Messeigneurs LeVaste:" p. 224.
154 P. Contamine, La Noblesse, p. 100.
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financial and cuIrural means to appreciate literature which W'dS the u property" of the Finit and Second

Estates. Jean (II) leViste had a particularly impressi\re libra.ry: thirty to forry volumes of religious,

legat, and romantic works so valuable it became an heirloom to he passed from one gcnerarion to dlt~

nett. l56 On the one hand, such a practice was practical for it supplied future LeViste jurists with

indispensable lega! works; on the other. by providing his children uith religious and romantic

literarure, such as the nJlflalUÙun slIJIm dt Lmz,"~/oto (t du Saint GnlllIbequeathed by Jean (II) to his son

Pierre,157 a noblernan assured the transmission of noble values and culture to his posrerity. In short,

the possession ofa libraty such as that of the LeY-tSte f.unily was communicative ofa SOCi4Ù, culn.l1'~1

and economic superiority ta the majority of France's population. including a good portion of clergy

and nobles.

:\rchiœcrure was also employed by France's legal elite ta demonsrrate their wea1th and

refmement, and throughour the fourtcenth and fifreenth centuries, jurists dcmonsrrated a certain

predilection for highly fashionahle ho)-ttir in the most aristocratic urban neighbourhoods. richly

fumished and abundanrly decorated.158 The 1428 will ofJean (II) LeViste illustr.ares the moncy and

attention consecrated to the ancestral home. located at 29 rue St. Jean in Lyon. which symbolised the

familfs wealth and a dynasty's longeviry: the testator is sure ta mention his t.Jnfique maisollpaternelle

qJà1habiu and dans laquelle ila dipe1lSipms d( 1300 iL7/S d'or. comme œtapmi apparaiJ~chi~11/entel lOlls ~"e1L"<

qJli la ffgardmt. 159 Although no precise inventory survives, other sources~SUdl as testaments or rax

records, provide us with a fairly good idea of the house's interior luxury. In 1430, Jean (I I)'s heirs

setrled theic father's fiscal debr of 209 livres 10 sous in a most noble style with a collection of Oly"els

including XIII tasses el ulfe e!Jief'e et 111l( duyrt a tomelks dorés...plN)· 2 loTt!Jes dorés (/ U1lt blanche.160

The lare fifteenth century of the Lady and the UllÙ'onr saw what may he described as a

"consttUction boom" stimulated by the avid interesr in architecrure manifestcd byaIl ranks of the

aristocracy.161 As we know.Jean leViste enjoyed the the use of a townhouse in Paris given to him by

the Duke of Bourbon in Notre-Dame-des-Charnps (see page 3). He aIso benefited from a second

cesidence located in the heart of the city at 97, rue du Four., which was the subject ofa 1497 contract

whereby Jean LeViste negotiated a large-scaIe refurhishment of his home, as wclI as the construction

of a rwo-story gallery therein.162 Undoubtedly more important to Jean LeVisre's noble image, rhough,

155 P. Contamine, La Noblesse. p. 301.
156 R. Fédou, Les Hommes de loi, pp. 317-318.
157 G. Souchal. "Messeigneurs leViste." p. 221.
158 R. Fédou. 1.&s Hommes de loi, p. 314.
159 G. Souchal, "Messeigneurs LeVute," p. 22t.
160 R. Fédou, l&s Homme:; de: loi. p. 314.
161 P. Contamine, La Qoblesse, p. ton.
It.:: G. Souchal. «Messeigneurs LeViste:' p. 244.
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was architecture that was dirccdy associarcd with his mie amI image of scihtflcur: the r:h:ir<.~.lu d' ;\rcy

(figùrc 44) and the seigneurial chapel in the parish church of Vindecy.

TIle O1âteau d':\rcy is located in the commWle of Vindct:y on the right bank uf dlC Luire.

Originally part of the Bucgundian domain, the seigneu~·of Arcy was brought under the French

crown by Louis XI.163 The casrJe, likely builr acowld 1300 by Jean de Sémur,IM would he the fcx.-us uf

important renovations under Jean LeVisre who sought to imprint his o\\-nership throughout his noble

home and, thus, marked the structure with the architectural style of the lare fiftecnm century. His

tr'.ldemark trois ,misstl1tts montmllf was the decor,uive motif fa\,'oured br Jean LeVistc (figure 45) and

can still be seen today on the château's entry, the floor tiles, rJle chape! vault keystone, the grand hall

fireplace, the fireplace of the former archive hall, me rympanum above me enttance to the polygonal

tower (also built under Jean LeViste).165 As the seigneurs rights extendcd weil bcyond his casde

\l,,'alls,Jean LeViste marked his ownership and superiority throughout his domain as any seigneur

should.

:\5 expressed in his \vill, JC'.U1 leViste inrended {O imprint the seigneurial chapel in the parish

church of Vindecy with me identity of irs local seigneur; the chapel was to he the funerary monument

to Jean LeViste, his moùler, and all the fonner seigneurs d'Arcy who were buried merein. \'4/e [cad in

his ~ill (today lost) :

.. .IUm et parct qJle m ladiu dJappt!le de r-'ülde9! eJ-t m/eme madite mèr? el dJlJ)-i &l/tftre.f dJet'a/ienjadù
ieig7tellT'S dlldit IÙII d'Arry, et que de pINs die est de~tiu vaUter, etpar J1i&'aJ"Sùm du temps elkPOllfTQ tom!xr
e11 mine et désolation,je ord01l1u. iOi/ qllej'ail1e de t'le li troPaJ- audit liel' d'An)'. Olt en ladite tille de Parù.
Olt aiUeJtrs, que ladite dlappe!1e soilfaù"[e de pt"efTe de laiik tout II l'entour el à t'Otite. m Wqlte/ie seront pOieéeJ·
mes armes, et aussi JI1le fmitre depUTn de taiik polir meltre eN ù·elle Ime beik venière, el1 iaqlte!le sera mise une
imaige de Notre-Dame, pan-e que ladite chtJ{J~lie est dejôndalion de ladile Notre-Dame, et allssi J-era mise
d'ult côté !'imaige de AfonsieurSaintJehan en ladiJe l'tm·ère, qlliprismlera cl ladite imaige de l\;-olre-Dame ma
perrOn/le, qui sera abillie m }âfOlt de chu'alier, al/et" ,vite d'aT1!les, en laquelle ieront mes armeJ-.. .j'ai intention
de ft:lin constmire el bâtir ladite dld/Jpe!le (J!'t:11l1 queje ptlJTe de l'te II lropas, el Ji ladite chappe!le ft 'est pas
faicte atlaNt mondit trepas, je t'euL-.: qll 'eUe foit ftllde après mondit !reJPaJ- et I.e pUt/ôt q/teJaire se poJlfTapar
mon héniûre 011 hiritiers... 166

\X-'e are struck by the specifications Jean LeViste gives for mis tomb, as wc see dlat his main

intention was ta he pomayed with knighùy rrappings and as part of me long line of noble seigneurs

d'.-\rcy who came before him. Although Jean LeVisre was actually buried in me Celestine Church in

Paris, we can appreciate dlC effecr of such a tomb thanks to a dra~..ing by Gaignières which illustrates

his effigy plaque. (figure 46) Here, we see Jean Le\~ste, dressed nat as a dlet/alier but as the noble

President of the Cour des Aides (perhaps, s~mboliscd by the bol/rre at his side), and the inscipriun

163 A. & C.-M. Aeury, Le Château d·An:y. p. 6.
164 G. Souchal. "Messeigneurs LeViste," p. 243.
165 A & C.-M. Reury, 1& Château d'Arçy, p. 65.
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clearly states the nobiliry of the deceased : Cy gist noble home mesJ[i"j Jehan LLVisle . ..d'Arry sur Loi",

co1!JeiUn- du roy tt jmSidml des gmmlulx sur lefait de lajliStiœ des aides.... Although the Seigneur d'Arcy

would not rest in his chape! at Vindecy, his ddest daughter Gaude did exccurc the rcstorarions

stipulated in her futher's will. Although the only remains of this project are fragments of srained

glass, we do have an idea of the decorntive richness and magnificence that were associated with the

patron when we read of the chapel's functional contents: one chalice, NlO silver bu"lte.f, three missals,

chasubles, altar dressings, and a reliquary de mOflSQgneur St Georges...leque! a estéJaiet m partie diOle offramie

qr/e lefil' roy Louis, donnimmmt tropasJé, dOfll/a altdit fÙI' et d}apptlle d'Arry.167

Tapestty, the most princely of artistic rnedia, narurally played an important role in the image

of nobility created through art by the LeViste family. Jean (II)'s \\-ill gives an impressive list of mural

hangings that betray this family's passionare attachrnent ta their arms. Although we cannat

detennine whether the topisseries in Jean (II)'s will refer ta tapestry, embroidery, or sorne other foon

of mural decoration, it would seem that all of these works were ofa heraldic nature and became an

important element of the family patrimony, like the ancestral home, the library, and the familyanns

themselves. The visuallanguage ofheraldry was and still is associated with the aristocrncy; however,

in the lare ~fiddle Ages, it was hardly uncommon for non-nobles to have farnily anns and to proudly

display them wherever they could. The LeVlSte's prominent use ofheraldcy could, therefore, simply

he considered typical nOlivemt n~-he mimicry of noble practice. But, their respect for rraditional heraldic

rules (such as the splitting ofarms in cadet branches seen in the anus of Guilawne (III)) 163 and the

care with which Jean (II) soughr to maintain the anns in the branch led by the eldest male seern ta

distinguish this family's heraldic display from a commoner's haphasard aping of the noble language of

arms.

Distinction was aIso created by the foem that rheir heraldry took, as the very representation

of the family arms was a prized object to he passed from farher to eldest male chi1d. Jean (II)'s

rapestries were bequeathed to his sons: the mediocre works were to he divided berween his younger

heirs, Pierre and Jean (III), while the most impressive hangings werc to remain in the LeViste home

pour le semee et la commodité dudit Antoine j1)nfils el de ses enfants mâles Olt de œlni de .l-eJ- enfanlJ- el de .lU mfant.s

mâles auquel sera di1JO!J,e ladiu maison.169 Obvsiouly, in addition ta inheriting tapestries, jean leViste

patronised this medium himself to monwnentalise his familyand hernldcy. The iconography of love

and knighthood provide the fu:ed signs of traditionaI noble culture that enrich this message of

nobiliry; but, ifwe consider dle larger ideal image of the Second Estate, we realise that the 1.Ady f.l1ld

166 ].-B. de Vaivre, "MessireJehan LeViste:' p. 429.
167 G. Souchal, "Messeigneurs LeViSte:' p. 245.
168 J.-B. de Vaivre, "Messire Jchan LeViste," p. 414.
16? G. Souchal. "Messeigneurs LeViSte:' p. 221.
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the U,11œm conveys a comprehensive, encyclopaedic vision ofnoble culrure to he associated direcdy

with the leViste family.

Love was the rcalm of pk~surc and leisure, which corrcspondcd te> rhe idc-d.I noble lifesryle.

A true nobleman was a knight who lived from the revenues generated by rus various land holdings.

He did not work and, when not at war, 100 whar ideally was a lifestylc of leisure. The various

activities that characterise the iCOl1ography of love illustrate the typical amusements of the noble c1ass,

such as cards, chess, dining and dancing. Othee activities appropriate to the love g.uden ceflect the

refined state of the noble soul; music, œpresented in the panel known as '~earing,"was considered a

particularly COlirfoist activity and proof of one's nobùity,J70 whîle the exoric Bavour ofcertain details

could convey travel ta f3r lands that W3S an essential achievement for a sophisticated noble person. 171

The theme oflove a1so allowed the material or physicaJ reality ofnoble life ta be illustra~

beginning with the garden motif itself. Nature and the out-of-doocs were the preferred arena for

noble activities, pedlaps because castle life was particuJarly dreary and monotanous.172 We have

already noted the mie of the garden in the iconography of love, but we should aIso appœciate the

realm of the garden in noble living. As society became more refinOO, 50 did castle life, and gardens

and rnenageries became an indispensable element of the seigneurial manor. Acbours full of fragrant

flowers, ripe fruit, and many animals were pethaps 50 quickly appropriated for the noble culture of

love, because it was an image mat was 50 familiac to mem in their daily life.

The nobJeman's favourite outdoor aetivity and particuJac privilege was, ofcourse, hunting,

which \VaS associated with the particularly elevated state of the noble soul. The very definition of titis

dass's members often contained reference5 to the hunt, as one fifteenth-cennuy text notes noble

homme vivanJ llobltmmt doit [. 00] (J//In" fej dJleflS el leJ olseaNX,173 and the association established between

hunting and milinuy activities endowed the foaner with the \;rtuous qualities of the latter. TItis

complex imagery was futther enriched by the iconography of love which particuJarly favoured

hunting motifs, such as the chase of the hawk and heron, hunting dogs, scenes ofvcnery, ete. The

masculine theme of the hun~ like that oflallghthood, provided a perfect acena for images ofcourtly

love, whereby the valiant lover proves his worth through knighd}O vinues in both sacred and profane

contexts (figures 47-49).

More practical than virtue, for it peanitted the nobleman to pursue a lifestyle of leisure, was

wealm: necessary to equip oneself as a knight, ta surround oneselfwim appropriate magnificence, to

avoid practising a trade. This material ideal can he seen in the exttavagance and leisure of love

scenes, but it is ofparticular importance in the Lady and the Unicom's imagery for it symbolises in

J70 P. Contamine, La Noblesse. p. 153.
171 P. Contamine. La Noblesse. pp. 185-87. .
172 J. Verdon (ed.), Vim eo France: au Mo~n 1\iJ=. Gcoeva: Editions Lilier, 1996, p. 51.
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pœcious detail the great fortune possessed brJean LeVISte. Various minor elements. such as the

golden chaliee. platter, and mirror. or the casket filled wim jewels realisticaUy simulate rnaterial wealth,

while the luxury oflate medie~ noble life is conveyed by det3Jls ofexoticism. Contact with the

Orient during the Crusades originalIy introduced refUlement into European culture, for Amie

produets provided the means for the upper levels of society to distinguish themselves from the Iower

classes through rnarecial confort. Carpets, sofas, and baldachins embe11ished noble rooms; spices

enlivened the noble table; silks, velvets, and damasks e1aborated the noble warorobe. The earpet was

particularly associated with Eastern culture and WOlS often displayed as a prominenr SCituS symbol,

perhaps as wc see in the panel orc'Hearing.UI74 In this context of refinement and luxury we may find

further support for our suggestion that the objects he1d in the chalice of"Tastc" reprcsent cardamom

grains (page 21). also known as !flIÜIts depamdis in mediev31 Frnnce. Spices were aIso discovered in

dle Middle Ea.s~ and as they were absorbed into European cuisine. they bccame a status syrnbol not

oaly for eonswnption but also for display. The rarest and most perfumed spices, such as clove.

nutmeg, maœ and cacdamom, were the most expensive and, naturdUy, were reserved for the

ariStocracyp5 Spices could he offered as gifts or displayed in sen-ing vessels (as in our scene). and

<'the moderation ofexcess with which they were served attested to the host's social rank"176

The ultimare sign of social and economic status, though, \VaS c1orhing, which is so elaborateIy

and rich1y portrAyed in our series. Oom conununicated Wealdl and privllege, and for this reason rhe

nobility used fashion to distance itself frem parvmlls, while the up-and-coming bourgeoisie used it as a

manifestation of its social cise (bath as a symbol of the source of rheir wealrh and as a symbol of thcic

new status). The Lzdy t11ld tht Uniœm actually allows us an appreciation of the social distinctions that

clothing communicated: throughout the series the servant displays a varier}' ofclothing mat is both

luxurious and similar to mat ofhec miStre5S, however their difference in status is maintained br the

relative simplicity and lack of dccoration of the scrvant's go\\'ns. Furthennore. wc know dut the lady

of mis series is a member of the upper aristoeracy for her maid is too ridùy dressed ta serve a more

common misrress.l77 The c10thing depicted in the LJdy aIId the Uflicom, however, does not depiet the

reality of fashion at the rime,17a and likely represents an artist's fantastic conception of exotic styles or

bis interpretation of foreign, perhaps ltalian. fashion plates.l79 Whether realistic or fanciful. the

swnptuous fabrics, complex designs, jeo..velled notions, and c1aborate ptmtro- wom by the lady clearly

173 P. Conramine, La Noblesse, p. 177.
174 M. 5aodin & M. Howard, OmamcP(· A Social Histocy Since 1450. New Haven: Yale University Press,
1996p. 184-85.
175 J. Verdon, Le Plaisir. p. 103.
176 W. Schivelbusch, TpU:$ ofPmdisc, p. 7.
177 M. Martin, ceLaD~ li la liœmt," p. 152-
178 J. Evans, Press in Medieval France, Oxford: The Oarendon Press. t 952, p. 66.
179 A. Edandc-Brandcnbwg, lA De, 4!4 iœt7lt, s.p.
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express considerable wealth and noble status7for ermine and crowns were reserved only for the

highest levcls of society, whilc rcd fabric - the most costly - was availablc only to its wca1thiest

members.

\'\Te have already mentioned the role heraldry plays in mis tapesfry series and irs function to

«prave"" Jean LeVisre"s nobility. The abstr'act language ofheraldry, seen in each panel of our tapesrry

series, was barn on the battlefield and direcrly related ta the noble identity. nle signs and symbols of

the crest or blason were originally the mcans of commWlicarion bctween knights in combat who

would have been unidentifiahle for the armour that covered them from head to foot. The word

blason7 derived from the German verb blasm7 thus, annoWlced the presence of a notable figure as the

sounding ofa horn. I80 The foon which the heraldic displays take in the l...ad)' tlIId the UnironI seems ta

have been chosen for their particularly milirary connoration7and contribute urith other details to a

depiction of the primordial role and essence of the nobility which was mat ofwarrior. But7if wc

consider the depiction of noble culrure that has emerged through the study oflove imagery7 we

realise mat the annorial motifs of chis work should not he considered from an cntirely separate

perspective: the heraldic leve1 ofmeaning in the L1dy and the Uniront contributes to the larger theme

of noble culture while their milirary folmS are justified by Jean LeVlSre's service in the rJtitailkmenlof

Louis XI's troops in Rousillon. Like the other sigtlS and symhols of noble culture depieted

throughout our work, the lion and the unicom had particularly noble COIUlotations which unlikely

contributed to the message of leViste nobility. Assimilated duuugh word associations with the

patton ofour wode, these t'NO particular were symbolic of the most noble virtues, thus identified with

Jean leViste: the WlÎcom symbolised the purity, spee<L stren~ and loyalty of the chivalcous knight,

while the lion symbolised the srrength, ferocity7 courage, 6delity, and mercy of a valiant warnor.181

We7therefore, sec that as many scholars have suggested7Jean LeViste did commission the

Lady and the Uniront as a manifestation ofhis personal success7perhaps even te commcmorate his

appoinrment ta the Cour des Aides and the official noble title it conferred. Jean LeVlSte's activity as a

rapesrry patron seems ta have been considerable, when we realise that he possessed other works

similar in fOIITl and content to the UJdy and the Unicom. The inventory executed hetween 1595 and

1597 upon the death of Eléonore de Chabannes provides several inreresting descriptions of tapestties

which could, almost, he taken foc our subject:

, Une pitcht de toppissttie àJônd rouI!polir me/m sur rmg mrJnferJll de che11liniee, esqueUesy rJ d!f
armoines à IT't!YS mJÎSsans•

180 H. Jougla de Morenas. Noblesse 38. Paris: Éditions du Grand Armorial de France. 1938. p. 75.
181 K Gourlay" "La Dame li III limme/' p. 55.
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,. Gnq piecu de IdpÜsuies fi fond roNge 01/ sonjig/If'tZ det SibiUes el fitrJme.r at'«q des armoirie.r à tTt!Js
'TOisstl1lS, rie la /}(mltair de I1r!JI llIIÛUS /mg lien"

, PmI HM aullrr tmtimlr de IIZJlPÎIsttie illOtldI rollgt 0/1 sont rpfisel'l/ies des licorne.f et btslions fllJtCq de.,.
armes 011 s01l/figllris des mJisSallS, ('(»l.SÜt4Itt m s~/püches CfJ1IUmtt de hfllllkld '"!Ys aMines 111I1. qlllH't
el rie WitT lIÜIg/-six aII/IIes, ptisi la I01ll11le rh d1lqtlank e.r('ljj182

However, we lmow mat these entries do IlOt cefer ta our wade, for the ù.ldy tZIId the Unjmm 5

line of inheritance from Jean LeVlSte's family ta its final owners in the Château de Boussac did not

pass through the house ofOtabatmes.183 Nonethelcss, we know mat thesc works were at one point

the property of the LeViste family whose arrns are recognised in these descriptions, and Eléonore de

Otabanncs was the grand niecc ofJean de Olabannes, the second husband ofJean LeViste's e1dest

daughrer, Gaude. This couple died with no heirs and their belongings were distributed between

Jeanne LeVlSte, Qaude's cousin who received the Lmiy tlIfd the UniaJm, and OtarIes de Chabannes,

Jean's nephew and Eléonore's father who received the rest of the LeVlSte collection in Oaude's

possession.

The second, and more inreresting, sirni1arity between our series and the works àted in the

inventory is their depietion ofwornen, which, we will see, plays a very significant raie in the message

commwùcated by the Lady flIld Iht Uniœm. We may sÙDply explain dUs woman's presence as an

indispensable figure in the garden of love; bu~ ifwe consider the rich detail with which she is

depicted in conjW1etion with the wealth of symbols of female virnJe, we see that our Wlderstanding of

the Lady a11d tht Uniœm is not complete without an investigation of fernale culture. The mast

consistent elements throughout the series are the iconic representation of female perfection

surrounded by references to the LeViste family or the patron himself: ie would seem mat the image of

the female played a significant role in Jean LeVtSte's dec1arAtion ofnobility.

182 P. Vedet & F. Sale~ La Dame i la licorne, p. 43.
113 H. Martin, "1.4 D."" '" iœrJle," pp. 167-168.
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IV. WOMEN

The GlorificatioQ o{Womea

The original expression of respect for women came from courtly love, particularlr in the

poerry of troubadours whose rcal innovation and provocation was this respectful and positive

\·iew.183 Obviously this new artirude did not really change society's \'ision ofwomen, who were still

considered the weaker sex on allle\'els; but, it did place them on a pedesral bcfore man, for his role in

courtly lo\-e was to be his lady's sen'aIlt. The first obligation ofJin 'amof"w"ds submission to one's dame.

daH11l(J or domina who \VaS the knight's misrress in the literai sense of the tenn: the beloved woman

was "celle qui exerce le pouvoir, la suzeraine, dont l'atnant se veut le vassal."18-t Furthennore, the

culrure oflove \vas established and developed at the courts of such females as Aliénor d'A.quitaine

and her daughter ~brie de Champagne. This latter princess was the patron of :\ndré le O1apelain's

De amure et amans remedio, the most important contribution ofwhich was the idea that waman is

at the centre of aIl exïstence.185 As the ars amandibecarne anchored in noble culture, 50 then did an

inhercnt respect far women, and we flIld this courteous point of view promoted in the education of

noble youilis: in the fourreenth cenrury, Geoffroy de Charny reminds noblemen ta honorer la dOIlL'e

.HÙ-e )Ie DimJ... /es danus. el ks demoise!kJ- and the Livre du champ d'or a la couleur fine et des trois

manteaux (1389) suggesrs that a young male must honour aIl womcn, soit damoiselk, allàfle Olt dame in

memory of the Virgin ~bry.l86

However, it is obvious that rea1 attitudes towards females \Vere likely not as honourdble as

those proposed as models for noble beha\'iour; the "acious "images" or types of women from the lare

~(iddle Ages may be resumed by the ubiquitous Roman de la Rose and the literary debate it

provoked, which represents no Jess man "toute la question feminine au moyen âge."187 In the roman

irscl f wc arc provided with the rwo general views oflove and its female prdctitioners, and both

schools of thought found supporters throughout dle thirreenth and fourreenrh centuries: the chivalric

J\[ùme of Guillaume de Lorris ",,-as championed br defenders of wornen and their virtue such as the

~laréchal de Boucicaut and Christine de Pisan, while the more earthy, cynical perspective ofJean de

~leun which was raken up in the poetic correspondence ofJean de Montreuil and Pierre and Gontier

Ill) ~t. C:17.cnavc. D. Poirion. A. Strubel, & M. Zink. L'Art d'Ôimer. p. 44.
18-\ ~1. C.azcnavc. D. Poirio~A. Strubcl. & M. Zink. L'Art d' :\imcr, p. 15.
185 ~t. Cv.cnavc. D. Poirion, A. Strubel, & M. Zink, L'Art d'Aimer, p. 27.
186 P. Contamine, L1 Noblesse, pp. 165-167.
18"7 R. M. Ratelle, Defense ct illustration des femmes au Cluinzicmc siecle: le champion des dames de Martin Le
Era!K, ~fontreal : McGill University. Dcpt of French. Thesis 1939, p. 40.
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Col.18g The Church, of course, condernned any rhreat to chasne}", while irs views on feminine \"Ïttue

ofrcn fmd their bcst comparison in dIe m.isog~my of comemporal'Y fables. 189 \~'ithin me fairly

standard iconography of IO\'e, we may find any of these three opinions communicated, and in tum, a

corresponding attitude towards women and femaIe vittue: traditional gallantry and defence of

women; satirical disdain and degradarion; moralising advocacy of chastity and base misOg)"y. l90

The \'ery poetic i.rnagery of the Ladj' and the UnÙTJnt wauld seem ta he enough proof mat our

wark presents a positive view oflo\'e and women. Howevcr, we realise mat this attitude exceeds

courteous respect or physical attraction if we look at more typical representations of lave from this

rime. The S,'tmsfront Anstocra/iL·uft (figures 17-22) ar certain 100'c garden engravings (figures 28,29

& 36) cauld he classified as "genre" for meir realistic depictian of men and women engaged in rypical

noble amusements. \X:hile the Lat!Y and the Unirom alsa represenrs aetivities common ta the noble

"art" aflove, it is unique among other amorous scenes for the practitianer in this gacden oflove is a

lone female. The garden and irs female inhabiranrs are absorbingly re-.llisric for rheir minute detail,

but these pastiches of symbols and motifs Cl'eates an iconic, otherworldly abstraction that refer nat

only to thc l'calm of love, but also to me perfection ofwoman on alllevels.Jean leViste may, mus,

complete the nobleman's requisire adoration of women begun in his chapel defôndaJion de ladite Notre

Düme widl dIe images oflove illustrated in the Lady and the U,/ÙrJf71.

Irrunediately appreciable is the late medieval fcmale physical ideal which also found its source

in the art oflove and t\velfth-eentury romr.l1!t"e.f191 and \Vas codified in love poems, courresy books, and

collections ofcosmetic recipes.t?2 Tall, slender, and clegIDt with fair s~ blonde haïr, and a fey

delicaey, the female figures throughout our series carrespond perfectly to the canons of late medieval

be-auty. The "famiIy" tie between the ladies of t:his series and her «sisters," Penelope or Perseus's

nymphs (figures 7 & 9), also exists with nearly every other depiction of a perfcct female U type," such

as The IFise l 'irgins br .Martin Schongauer (figure 50), 'TIame Espérance" (figure 51), \~lld ~laidens

(figure 52), or practicalJy any depicrion of the Virgin (figures lOa, 53-55,58, (5). The Lz4y and the

L'nÙVf71'.f positive representation of the femaIe, though, goes well beyond a simple physical ideal to

typlf)· and communicate a certain moral excellence or perfection that was expected of the medievaI

WOffiarl.

Dcspite their tradirionally negaovc spiritual repuration of women as me doomed inherirors of

Eve, women \vere presented a dearlr defined ideal to which ther shauld aspire, based on the concept

188 J. Huizinga. The AunwlO, pp. 137-138.
189 ~L C:v.cnave, D. Poirian, A. Strubel, & M. Zink, L'Art d'Aimer, p. 43.
l'JO R. S. F;n;s, The Garden of Love, p. 90.
t9t E. J. Purnatn, The l.ady, Chicago & London: The University ofChicago Press, 1970, p. t 13.
!9Z C. Klapisch-Zubcr (ed.). A HjstoQ' ofWomen, p. 58.
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of a '-'-"oman's "ga\"mg grace and ultimare \"Ïrtue," her dIa5tity.193 Furthennore, themes celebrarory of

women were quite popular after the prcrnature death of "'fary of Burgundy (1482) whose virtuc

inspired Jean ~foliners defmition of the perfect femaIe who possessed "grarieuseté, honnesteté,

fideliré, liberalité, affabilité, debonnaireté, hwnilité, chasteté, constance, arremprance, ct science."194

This aspect of moral perfection stands in marked contrast to earlier images of women as ternprresses

and spiritual weaklings; women (ol/Id he paragons of \'Ïrtue as was illustrared by literary works, such as

~Iartin LeFranc's Le Champion des Parnes or Christine de Pisan';; La Ciré des Dames. The \'"Ïsual

arts, in turn, gave fonn ra the intangible perfection of the female sou! through the rradirional fomlS

and imagery of ideal culrure -love, knighthood and religion - and thus esrablished whar may he

termed the iconography of the "glorification of woman."

As we have seen, love 'was the re-alm ofwomen and the aim of the (J'Y tlH/dlldi \Vas service te

the bim-aimie. The central role women played in love is, therefore, illustrated in banal (figures 17-22

& 41) and fantastic themes oflo\'c (figure 56) in which women are the focus of dUs culture. Orbe

Lu/y alld the Un/rom could almost he interpreted as a representarion of the Goddess of Love, as this

lone female seems to rule in solitude over the gardcn oflo\'e ofour rapestries. The female figures of

our rapesrry series are distinctive, though, for their mélange of iconographies which attaches them to

the most sacred realms ofchivalry and religion, The flip-side of the feminine rcalm of love was, of

course, the masculine domain of knighthood which has alreadr been shown to influence the imagery

of our rapestries, The world of chivaIry and its knightly virtues aIso contributed rheic fonns to the

positive represenrarion of women.

Inheriting dIe very popular subject of the 0.~tlifPn1l.\" from Guillaume de ~fachaut,Eustache

Deschamps accorded womcn a place in the Pantheon ofchi\·alry by giorifying those who were

cxcmplary of knighdy virtues.1?S This theme was e-asilr rranslated inte the visuaI arts, for like the

liter-M)' version, depictions of these valiant women were directly drawn from male models. Although

few cxamples remain, wc know that Charles '\1 O\vned a series of the !:\"eufPrem'u,l% while the figures

of Semiramis at the Honolulu .~cademyof ...-\rts or PenthtJ1ï.ea (figure 57) are attributed ro such series.

TIIis latter rapestry shows the dependence on maIe representations of the NeufPrell.."\;; (figures 42-43)

and pm\·ides us with yer anorner parallel for the very military pose of the lady in "Touch," thus

confinning the influence the most masculine domain of knighthood could exert on images and values

for women, Very similar, and perhaps one and the same as tlle chivalric rheme of the '0.'tlifPrellRJ, is

the subjecr of the lUr,slnol's IfJ'omm, which we know from the c'Penelopeu fragmenr of Ferry de

Ougny's series. Like the Neuf PreltftS, the IUrtSlnollJ' If-omm celebrated females who were types ra he

193 C. Klapisch-Zuber (cd.). A HisfOr:y of Women, p. 8t.
l?-t P. Contamine. La Noblesse. p. 297,
195 J. Huizinga. The Aytumo. p. 76.
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imirared, and Penelope exemplifies the knightly virtue offoyalty through the prnctice ofher most

ferninine virtue of chastity. Ir would, thus, seem that the similarity berween ~epenelope" and the

women of the lAdy tZ1!d the Unicorn series goes beyond bath works' representation of ideal feminine

beauty: the proliferation ofemblems and signs of female virrue in these works testifies to their shared

theme of the glorification ofwomen, the visuaIlanguage ofwhich dePendcd, like aIl other ideaIised

cultural fonus, on the repertoire of religious art.

Despite its traditionaIly negati,,·e and condemning view of feminine virtue, the Church

employed the female figure as a powerful and ,..cry positive symbol, which could even play a role in

delicate theological matters as the Si!5!J did in the fifteenth ccntury throughout Europe. This large

group of prophetesses, who foresaw the birth of Chrisr, allowed the reconciliation of pagan antiquity

with Medieval Christianity, as Europe outside of ltaly became more familial' with ancient Greek and

Roman culture.t98 Moreover, this group ofpagan women a1lowcd females to be placcd on the same

level ofspiritual insight as men and may a1most he seen as feminist «types" for the Old Testament

prophets whose visions they shared. The influence of the image of sibyls was such, we should not

forger, that other LeViste r:apestries (raday lost) which depicred a "series" of fcmale figures, were

referred 10 as cinqpieas th tapissmes illOnd roll~ 011 SOl1tfigurez dez Sibilks. l 9'J \'\then we compare the ladies

from <'Hearing," "A Mon Seul Désir," and most pacticularly "Sighr' with contemporary

representations of these ancienr, exotic prophetesses (figure 15), we recognise the power of such

typified images of female perfection, the basic foen ofwhich may have conununicated a notion of

virtue and spiritual perfection.

T0 exmplify moral perfection, me Church employed other images 0 f the feminine, most

notably the personifications of the Seven Virrues: Faith, Hope, Charity, Prudence, Fortitude,

Temperance, and Justice. Brought from ltaly to France, this theme presented a standardised fernaIe

foon which bore the attributes of the spiritual or moral ideals to which evel)~ person should aspire.

Though not a glorification of the fernale being, the \TlrtUes, nonetheless, associated the idealised

fernale physical foon with more absrrnct images of the soul's perfection. TIte Virtues figured in the

margins of me Hetim fi l'lISage de Xain!es published for Simon Vostre around 1507, show the spread of

such imagery, while the bonom figure of Tempertll/œ recalls the lady's pose from "Sight" in re"'erse

(figure 16). The traditional It:alian representations of the Virrues, however, provide us with even more

informative images, as we cannat help but identify this scheme with of our six ladies who clearly bear

the attributes of these well-known personifications: <'TasteJJ bears the chalice of Charity; <CSme1l" is

identified by the flowering cro\\"Il associated with Hope; a lady holding a mï.rror, as in «Sight," was a

197 J. Jobé (ed.), P. Vedel, M. Florisoone, A. Hoffmeister, & F. Tabard, The Art. p. 21.
198 E. Mâle, RdjgiQUS Art in France : The Late Middle Ages A Srudy Qf Medieval Iconographyand 115 Sources,
Princeton: Princeton University Press, 1986, pp. 254-56.
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common symbol Prudence; and, the lady who grdSps the Cnicorn's horn and the lance with LeViste

àffi1S fmds a parallel in the emblem of Forritude who held a column in each hand)?? Although it is

certainly not an allegory of the Virtues, the lAdy' and the U1tÙVT7l may well he inrended to evoke the

\'irtuous state ro which every woman should and could aspire. Like love, the theme of the

glorification ofwomen dl.-pended on elements of martial and rcligious allture, but whiIe the secular

imagelY ofknighthood came from the purely masculine realm ofwar, the sacred image!)' depended

on rcligion's "feminine idenrity."

ll1e glorification and positive represcnt"J.tion ofwomen in the ~[iddle .:\ges ob'\-;ously found

its roors in devotion ta and depiction of the \rrrgin ~(ary who represented dle sublin1e idea of the

ulrimatcly perfect woman.200 Despire the typically misog}nist vic\V of women as sringy, nasry,

dishonest, chany, sneak'Y and maliciaus:!1H mat persisted wough dle end of !vliddle Ages, relations

bctween men and women were influenced by the positive image of the fema1e thar the Virgin ~'Iary

prescnred. As virgin, wife, morner and widow, She eIevared accepted female raies in medieval society

tu a level of spiritual perfection rheough her personal raie as the New Eve who eradicated sin and

provided redemption. The effeet the Virgin had on society's views ofwomen may weIl he reflecred

in the rransforrTk1tion that the Vicgin and Oùld formula underwcnt theaughout the .\liddle :\geS.20Z

Originally portrayed respectively as the TIlCone of \Vîsdom and the teacher-priest-saviour, the Virgïn

\fary and her son gradually became more human and were represented as an affectianate, genrle

momer and a playfu1, fragile infant, often ~;rnin rlle enc10sed space of a sacred garden oflove

(figures 58& 59). By the end of rl1e .\liddle Ages, these intimate representations celebrated me purely

Feminine role of morner and often included intimate details, such as the Virgin's nursing her son

(figures 53 & 60).

TIle importance of .\fary as an image and mode! of femaJe perfection accounts for the ~;de

U:ie of trJ.ditional1y sacred symbols and morifs in the glorification ofwom~ as rhis meme WdS

in\'ariably based on Sr. Bernard's cult of the loving, merciful Vicgin, an image aIso appreciated by the

noble pf"J.ctitioners ofJin 'amor. The hortliS LYJ1tchtSltS, aleeady encountered in the iconography of love,

maÎntains me sanctity of dle enc10sed garden oflove, but aIso cornrnunicates a different idc-.al

identified wirl1 woman and purcly womanly raies. The portrait of the childIess Mary of Gueldecs

(figure 61) sanctifies the bearing ofan heir, as the countess realises her dream in me guise ofan

Annunciation within an enc10sed garden. The "Imitation of ~lary" was, however, an everyday fc-ality,

as seen in the cosy inreriors ofJan van Eyck (figure 53) or in the "Pcnelope" (figure 1) where we see

198 P. \'erlet & F. Saler., La Dame à la licorne, p. 43.
199 E. Mâle, Religjoys Art, pp. 321-22-
~(I0 E. Mâle, Rcligioys Art, p. 205.
101 Çitcd from the SOIrge"" Vn;itrin J. Verdon, Vivre en France, p. 114.
~02 Emile .Mâle, 8eUgjous Art. p. 1·n.
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that virruc is manifested by rlle abbrcviated hortJ(J- LYJndll.fli.J of milleJk/m' tlpestty. \Ve may, then,

appreciate the significance of this decorative form for its inhercnt resemblance ta the sacred enclosed

garden of the Song ofSongs that was long raken ta he the home the perfect romantic female, the

chosen bride, the Shulamite, the Virgin ~(ary. The apparenrly superficial decordtion of the Lady and

t!Je CmLYJm would, chus, seem ra contribure ta its more profound symbolic functions ro reereate the

garden ofIo\'e, a parddise ruled by the blessed inheritor of the ~ew Eve.

.\-fary represented inimitable perfection in all aspects of female existence - daughrer, wifc,

mother. widow, Christian - and, therefore, petmitted ail women in an acceptable situation (that is

surrounded bya patriarchaJ family) to Identify with the universal model. Given the evidenrly secular

nature of our garden oflove and in; rcferences ta physical se~-uality, the female in our depictians 

though \'irruous - are nat ""rgins (or at least not for long); we would seem to be in the presence of

the Ideal ,"vife who possesses nobility. be-.lUty, a mastery of love, and above aIl, perfect virtue, mar is

chasri ty. The suggestive details of "SightU and <CTouch" clearly ground rhese images in more physical,

scnsuaJ circumsrances which further relates our work to the imager)' of the Song ofSongJ; this '1ewd"

content i5 tcmpered by the vmous references to the \lrgin ~(ary identified throughout our work and

validared in diverse examples. The rose hedge of the panel known as ''Taste'' recalls this symbol seen

in Stephan Lochner's l·'i'lin ofthe RoJ-e Garde1/ (figure 55); the ramïng of rhe Cnïcom is seen in many

reprcsent'dtions of the Virgin ~fary (figures 62-63); a figure such as the ~etherlandishwoodcut of the

.1ladolll/t1 in the Slur (figure 65) practically 5eems a modcl for the panel of ''Touch;'' the curious renr in

the sixth panel ccminds us of cerr-dÏn J-t1L7l! 'TJ11l~r:ra~olle mat honoured the Virgin br placing her under

sueh an open pavilion (figure 67). \Ve even find a strikingly sùnilar pardÜel for the general

composition of mis entire work in a ~etherlandish illustration of rhe Canlù7,m CanljLYJntnt (figure 66),

the source for hortlls tmldJiJ"lIS imager)" and perhaps the oldest celebration of purcly Feminine images

and idea1s. \'4/e, therefare, suggest that the o\'erwhelming imager). from the Song ofSongj- implies a

marnage theme, as this poem was the celebration of the perfect bride; howevcr, wc must nor limir

our interpretarion in dUs context ta the celebration of a parricuIar marriage.

On closer inspection, we realise that these fcmale figures, aliliough not portraits of specifie

womcn, arc actually emblclTl$ of the LeViste family. ~ot only are the six ladies in our series

surroundcd br LeViste heraldry, their c10thing is the same red, blue and gold of the family anns, and

marks thei!" membership in this familyand its nobùity. Throughout the Middle Ages, calour playcd a

significant raie in the absrraet language ofhernld.cy. From the rime of St. Louis, vassals would sport

rheir liege\; eolour as a sign of fideliry, and rhroughout rlle larer Middle Ages that eoncem us, princes

would mark their influence and power by clothing their entourage in gannents of their signature
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colour(s), decof"ated with a personaI emblcm.103 Furthennore, several of the ladies are physically

assimilated to me unicom whose hom is recalled in the curious hairstyle à raig~1û seen throughout

the series and in the lady's pointed crown in the panel of "Touch." Thesc womcn are an integr.ù part

ofJe-an LeViste's pride and family monument they are the pracritioners ofhis ideaI vision ofnoble

Iife. But, what \\.<lS this g10rified vision of female noble existence intended to demonstrare? And,

who was intended to appreciate its message?

The Perfect Noblc Wife

If we considee the nobility to which the LeVistes pretended, \ve realise the importance

women played in rus family's daims since the earlier part of the fifreenrh centuty at leasr. Jean (Il)

was quite proud of his \\i;fe's bo,rne el anae,me H/ai.ion de Fore~/'jJ as he was of the ,lobikm domù/J(m

reg1ltl1ldllm domùl1im de Brmùra mililUfl inro which his ddest son Antoine would enter by marriage.:!DS

The patron of the La4Y tlIld the Unicom was the third generation of such noble unions and had

established an impressi\re persona! domain, which induded the seigneuries of Arcy, St.-OlCistophe

en-Brionnais, St.-Bonnet-des-Quarts, and Bussières, based on ancestral daims from the maternai side

of his family.1û6 His wife's status, as a member of the old and powerful house of ~anterre,confinned

and srrengthened the validity ofJean LeViste's daims to nobility which depended on two generations

of femaJe lineage. 1110ugh it may have been argued in the fifreenth century that noble descent could

not be transmitted from mother ta son,1O-:" u.·omen played an ïrnport'Mlt and respecred raie in noble

culture that was linked not only ra the fantasYof chi,talric love9 but also ro the realiry of feudallife.

\'assals \,,'cre narurally cxpected to pay homage and honoue to their seigneur's \\.'-ifc,

regardless of the ceremony ofcourtly love. The nobleman's ideal wife commanded such respect, not

simply for her beauty or kindness, but aIso for her wisdom, forritude, and 10yaIty. The knightly";rrues

d1ar scrved the warnor on the battlefield also sen-cd his wïfe, for, as Christine de Pisan reminds us,

such gualities were indispensable to a woman who was responsible for the management of her

family's domains in her husband's absence.:!08 ~oblewomen also commanded a certain degree of

economic power which ther gained most often through marriage: the "powcr of the keys" gave them

full charge of the household's functioning, and gifts and dowries that included dothing, jewellery,

103 J. Evans, Art in MedieYal France 987-H98: ,:\ Study in Patronil~,London: Oxford L'ini\·crsity Press, 1948, p.
185.
Zû4 P. C.ontamine, La Noblesse, p. 97.
105 G. SouchaI, ",Messeigneurs leViste," p. 224.
106 P. Contamine. La Noblesse, p. 97.
207 From P. Contamine, La Noblesse, p. 58.
ZOg From J. Verdon (cd.), Vi\-œ çn France, p. 114.
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money, pensions and land holdings were often left in meir control. 210 Finally, in cultures in which

men were responsible for the physica1 and legal defence af the country (10 contrast ta a leisure

society), wamen were the repositories and ttansmitters of cu1n.are and values;211 therefore, the idea1

noblewoman was a powerful image ofvirtue and wisdam that served as a mode! for her Peers and

subordinates.

The command that the noblewoman may have had on the popular imagination is best

illustrated by the ultimate example of dUs raie at the rime, the Queen of France. Like her peers, the

king's consort shared in her husband's prestige: as he was "emperor in rus kingdom," she was

"misttess of the house" of France, mat is a mode1 wife and mother.:m The increasingpopulariry of

positive images ofwomen throughout the fifteenth century may, perhaps, be re1ated to the perceived

image of the countty's focernost fema1e, as we note the increasing piety and morality of the female

royal ~ourt in France after the death of the notarious Isabeau of &avaria whose scandalous

debauchery and morallaxiry would ftnd marked contrast in her successor Marie of ..'\njou. This

tcndency would continue throughout the century ta fmd its sttongest manifestation at the court of

Anne ofBrinany, wife of Charles VIII and Louis XII, who was particularly conscientious and

protective of her maids' virtue.213 Hec female court was most highly regarded for its nobility, beauty

and intelligence; the piety of the Queen's ladies was celebrated when Anne of Brirrany extended the

Ordre de la Cordeliè~ de St. Fraltt"Où ta her female entourage whose mcrits won thcm the privilege of

wearing the omer's insignia, or gorgery; a golden plaque embellished -w-ith red and black enamelled

letters surrounded by a braided cocd also ename1led in black214

Courtly images af the female correspond to this idealised image of noble perfection which aIl

bear the same air ofgracious piety and demure poise (figures 37,68 & 69). Although, aIl members of

the nobility were responsible for exemplary moral behaviour, its women, evec burdened by the stigma

of their role in the Fall of rvtan, had a double moral obligation: ta prove thcir own spiritual perfection

and to provide a model thereof, by emulating the ultimate fema1e, the Vrrgîn ~lary. We then see mat

the Marian imagery included in this work conttibutes to the image ofnobility, not ooly for its place in

the iconography of love, but aIso for its place in the iconography of the idea1 woman. However,

women, though capable of spiritual achievement, were inherendy spiritually flawed and, therefore,

required the guidance and protection of a male figure - futher, husband, or Gad.

While the glorification of LeViste women on a monwnental scale would certainly have

served Jean LeVaste's desire ta manifest bis o~ nobility, such images of feminine perfection would

210 C. Klapisch-Zuber (ed.), A HjstoQ" ofWomeo , p. 279.
211 E. J. Pumam, The Lady, p. 131.
212 E. Bourassin, pour Compn:odre, p. 68.
213 E. Bourassin, Pour Compn:ndre, p. 77.
214 I. aoulas, La Vie quotidienne, p. 69.
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undoubtedly have been appreciared or undersrood by dle women ofJean LeViste's household: his

wife, Geneviève de Nanterre, and cheir rhree daughrers, Gaude, Jeanne, and Geneviève. Perhaps, as

has been suggested, our patton intended chis work to celebratc his marriag&14 and more particularly

his \Vife whose nobility and wealcll undoubtedly contributed to those ofJean leViste himself.

f Iowever, me problem ofheraldry again renders this argument problemaric: ifJcan leViste intended

to honour his \\;fe in view of reinforcing his noble daims, he would undoubtedJy have depicted her

anns a10ngside his O\\TI, not only as che respect due his spouse, but also as a manifestation of che

noble r-anks to which the jurist had himse1f acceded. However, it is not impossible mat these images

of fcmale perfection were intended, at lcast on one leveI, ta communicate with the worncn in his

cusrody.

The female situation in the '\[iddle Ages may be reswned br me word «cusrody" which

signifies "alI efforts to educate worncn and save cheir sOulS."Z15 Despite images and ide'.lls of respect

and admiration for women promoted by chivalric love, females were nonemeless dangerous ra

memselves and society because of their degenerate nature which had inttoduced sin into the wodd.

Thus, despite me populariry of images ofcouroy 10\'e at me end of me '\[jddle Ages, fifteenth

cennuy literature on family, courtesy, and medicine insists on female fragiliry and male dutYto protect

\voman from her o\vn weakness.:16 "A woman in Olstody was lo\'ed and protected like a jewel of

inestimable value, hidden like a fragile and precious treasure, guarded as a source of imminent danger,

imprisoned as a weil of inevüable evil.":n Therefore, from earliest childhood and woughout their

lives, women \Vere placed in the custody of men (fathers, husbands, c1ergy) who guaranteed not only

the fema1e's sah'ation and me continued honour of her family, but aIso mat she would be a source of

pridc and an object of approval ofborll family and society. The removal and protection from

worldly mrears may weil strengthen ~lr. Erlande-Brandenburg's interpreration of the renunciation of

the senses, and ir certainly seems to jusrify a comparison bctween the panel of "Sight" and the Swïss

tapestry lf"e!iflJtdl/ eillerJllngen Dame (figure 71). :\Jthough meir role as 'W;fe or morner may have had

potential for respect and a relative amount of power, noblewomen were first and foremost females

and, as such, required guidance, reinforcernent and protection in their spiritualli\'es in order to attain

me perfection mat is representcd in the rapestries of the LJd.J' tlIld dJe U,/ùvnr.

TI1C abundance of moral trcatises and condernning sennons on fcmale virtue sho"rs me

contemporary concem with the preservation and protection of a woman's means to salvanon - her

chastiry. ~lost moral treatises addressed to wornen, such as me Doctrinal des Princesses et Nobles

Dames by Jean ~.farotwere, ofcourse, specifically for members of the nobilit}· or royalty who were,

ZJ4 K Gourlay. "La Dame ri la licom~." pp. 66-67.
ZJ5 C. Klapisch-Zuber (ed.). A Hjstory of ""omen. p. 82.
Z16 C. Klapsich-Zuber (ed.). A Hjstocr ofWomen. p. 57.
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as we have seen, expected to provide a model ofbehaviour and moraliry for the iower c1asses.2t9

Given the traditional role ofomament as a moralising tool and the male':; rcsponsibility ta encourage

and defend fernale virtue, it seems possible, men, mat the Lady ami tht Uniœm \VdS meart4 at lcast on

one leve1, to educate the leViSte women who would have benefited from its poctic expression of

female perfection.

This perspective allows us ta consider the LoJy emd the U1tÛ:Om in a new ligh4 as more than a

manifestation ofamtisle pade, a simple aIlegocy of the five senses, or even the noble garden oflave.

The 1A4Y and the U1lÙOm combines the purest vision of the Ioatt aIIIotlUlSwith an unequivocal

expression ofperfect female virtue and dcpends 011 a considerable nwnber of iconographic and social

traditions to create an image of the perfecr noble wife. Pethaps because our modem view oflove as a

romantic relationship bas blinded us ta the social significance oflave as a cultural sign in the late

Middle Ages, we have neverconsidered the involvementofjean LeViste's daughters in this tapestty,

apart from Henry Martin's outdated attempt to attribute mis work to the occasion ofOaude

LeVlSte's second marriage.%20 The lady in our series is beautiful, rich and re6ned; her nobility is

proven, nat only by associations with knigbdy culture, but also by her capacity to love which, as

symbolised by the fertile garden, will allow her ta bear many heirs; this noble virtue, however, is

tempered by the woman's '\J1rirnate virtue and saving grace," her chastity. The inclusion of love

imagery conveys a romantic, feminine message of nobility, and the image of perfection projecred by

the six ladies ofour work, who are physicaIly assimilated to the LeVlSte family, depiets tbat ta which

the LeVISte women should aspire. This complex celebration of LeVisre women and their virtue

magnifies glorification of the LeViste male (the unicom and lion) who protects the lady and her

enclosed garden of love.

However, marital relations typically had lime to do wim romance and self-sacrifice: the art of

love and its practice were signs of membership in the upper class of French society in the late Middle

AgeS.22i The actual paradox in the marital relation was nor so much that it had nothing to do with

love, but rather mat the lady (who was faanedy the abject of the entire system oflove) was expected

ra provide her husband with an all-consuming love which made her blindly believe in the c'ultimate

perfection" ofher spouse.22Z Love, for aud10rs like O1tistine de Pisan and the tvlénagier de Paris of

the later Middle Ages, was identified with obedience, and in the custodial relationship of marnage,

218 C. Klapsich-Zuber (ed.), A HisroC)' Qf Women, p. 87.
219 C. K1apsich-Zuber (ed.), A HjsroQ' QfWomco, pp. 78-79.
~ H.M~ "1....4 D(l6I1 fi I4liamtt," pp. 147-56. Mc. Martin recognised the weakness of bis theory for
iconographica1 arguments (the association of a once married woman with symbols of virginity such as the lady's
long 80wing haïr or ber contact with the unicom). This tbeory is funher rejecœd for the roles of heraJdry and
simply for the unacceptable date of 1510-13.
:1 J. Verdon, Le Plaisir.. p. 25.
me Klapsisch-Zuber (eci), A Histot;Y ofWowen, pp. 109-111.
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women obeyed thcir husb-.and.~ If we consider the rcprcsenrations of perfcct female nobilit)-" in the

garden oflove7 we sec mat dUs woman masters the an oflove7 not orny by being perfectif rich, noble

and \'irtuous, but by focussing her enjoyment of the sensual pleasurcs ofon her male counterparr 

her fiancé or husband.

:\ wife's extreme love and adulation ofher husband was kno\\-'t1 as dikt:tio and may he evoked

in the fiest panel of our tapestty ''''raste/' in which the lady dotes on her symbolic fiancé wirh me

dekL"lio of the graines de paradis served in whar may he seen as a "marriage cup. '>:2J The panel of

'1-fearing" recalls the ideal srate of '1-iatmony" which reigned in the garden of love and was essential

ra a family's pmper functioning, as illusrrated by the depiction of the perfect family in the miflejkrlry

tapestry of the Con,-e1t (figure 23). This common allegory bea.utifies the ferruile spouse's dutYta obey

her husband and family in arder ta maint:a.in peace thmugh the images oflo\-'e and noble

refUlement.::!4 The lady of the third panel not orny "materialises" her virtue 'with the garland of

humble flowees she wca\-'es, this perfect woman awaits her lover and diverts herselfby making a

chaplet of carnations symbolic of their marriage. "'hen we consider the various influences on the

image of dle perfeet wife, the lady of "Sighe' emerges as the first of particuJarly complex images in

the series. The motif of maiden and unico~ symbolic nor only ofcourtly (physicaI) love but aIso

), [arian virtue7 may he enriched by the allegorical figure of fernale noble existcnce7 Oisellse whose onlr

occupation was ta gaze at her o~n beaUty.Z15 Our lady, like Oiserfse, occupies herself \\-;th a luxurious

mirror; howc\'er, the object ofher interest is the reflection ofher knighdy suitor and future husband7

the unicom. The panel of "Touch" can also he appreciated for the various cultural foons it

represems: the lady's \;rtue is appreciated through hcr long flowing hair, ),'[arian appearance, and

contact wirh me unicom; her nobilit), is proven br her knightly stance7 as weil as her domination in

the world of love; her capacity to fulfil me physical duties of a wife is ilIusrrated by me phallie

symholism common to the epimalmic genre. FinalIy, the p'mel known as A l.\Jon Sml De.Jirma.y he

seen as ùle climax of the exposition of the LeViste lady's perfection and may he reIated to dle

ceremony, celebration, or realiry of marriage.

..\ series depicting me perfect wife would7 likely, include a depiction of the acrual weddin~ and as

suggesrcd alrcady by Kristina Gourlay,Z16 wc may perhaps imerpret dle sixm panel of the L1dy and the

U,IÙVT7t in dlis context. The lady and her servant are both c10rhed in scmer gowns7 the most

surnptuous of the series: red fabries - made from the crushcd b<xtics of ~1editerraneaninsccts known

as kcnnes - wcre dle most expensive ra produce and, thus 7 reserved for the most special occasions in

~ C. Klapisch-Zubcr (ed.). A HistoQ' of Women. p. 112.
~ R S. Favis7 The Garden of Loye7 pp. 97-98,
:14 C. Klapsisch-Zubcr (00.), A History ofW'omcD. pp. 108-109.
z:!S ~1. Cv.cnave, O. Poioon. A. Stnlbel7 & M, Zink, L'Art d'Ajmer, p. 149.
Z16 K Gourlay, "LI Dc»1It J Id Iitof7lt," pp. 65-66.
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the \fiddle Ages, such as weddings.x \~11at is more, the luxurious (Cnt held open on either side may

aIso he re1ated to a marriage conrexr~ as we find a very similar represenration mereof in Couple so~' lin

dais (figure25). which depicts a married couple with references either ra the bride's virtue or fcrtilir)'

(the pot of flowers she waters) and marital faith and se,,-uaIiry (the lap dog). Furthermore, we may

relate the lady's lifting of her 5kirt as a common gesture associated with marriage scenes. found aIso

in the well-known Amol/ùri U7edding Portrait (figure 70) and in the engraving of the LJ~ Garden ofUt'e

(figure 28).~

Finally, the casker which the lady receives from her servant may he inrerpreted in a marnage

context in at lcast two possible ways. \~rere this panel an inttooucrory sccne annoWlcing the

dcpiction of a pcrfecr \\.'Îfe, we may interpret the chest of jeulels as the present gi\ren by the groom ra

his bride. The lady wauld~ therefore~ select a necldace from dle box in prep-Mation for her marriage.

perhaps assuming the first material sign of her husband's control seen throughout dle rest of the

series. Or, it is aIso possible to interpret her gesture as removal of the heavy necldace~ and the scene

may evake an image fallo,-"i.ng me aetual wedding: after the celebration, brides were assisted in thetr

lUldressing and preparation for me nuptial bed by their friends or servants.:z'J The lady perhaps

prepares hcrself ta practice the very explicit art oflove and marriage that has becn cxposcd

throughout our series. ~re may even propose to reconcile this rcarling with .-\Iain Erlande

Brandenburg's theory of the renunciation of the senses: the inherendy weaker lady arr-.lÏns the only

means for a non-religious woman ta dominate the threat of physical desire and ta protect her vinue 

marriage.~o

The images of the LAdy and the UflÙTJn1 wouId~ therefore, seem ta conununicate on several

lcvcls: as a sign ofJean Lc\raste,s personal nobility, as a glorifie.Hion of the women in his f.amily, as a

modcl for the ladies in his hausehold to imîtate. Ifour work W"'dS intended ta provide the LeViste

womcn \Vith a didaetic mode!, we should note the paralle1 with one of the most well-known literar)'

works from the lare ~[iddJe Ages, Le Livre du Chevalier de la Tour Lander. Inspired by a garden

sening,:!31 this moralising treatise presented stories and anecdotes From a fathers youth pour [stSj jilks

aprandre J rol'man{z'er.1J~ The aim of this work was to prepare the chevaliers daughters for their future

role as wife, and he docs not hesitate to include somewhat ribald accounts in his dlildren's

prepararory advice~ as an essential part of a successful marriage \Vas the physical union of two

conjugal parmers. :\cceprable se~uality, however, is limited ra the bonds of marriage, for the

::!7 F. Piponnier & P. Mane, Sc Vêtir au Moyen Âge, Paris: Société Nouvelle Adam 8iro, 1995, pp. 23-2~.
::!8 R S. Favis, The Garden ofL.ove, p. 99.
:"'"'9 J. Verdon (cd.). Vivre en France, p. 106.
:!30 Cazenave. ~lichel, Daniel Poirion, Armand Strube~& Michel Zink. L'Art d' c\imer. p. -H.
:..11 R. S. Fa\·is. The Garden ofLQYe. p. 93.
2.3: J. Huizinga. The Autuwo. p. 148.
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dlcvalicr adviscs againsr gambling2.u - one of me most common acri\;tics of the gardcn of lovc

(tïgure 40) - because gallant young men lose on purpose and offcr jewels and pceciouS objects as

wagcrs which allow them, of course~ to enter the good graces of their lady parmers whose \TÎftüc

could hence he rragica1ly compromised.Z34 Could the conspicuous absence ofgames and cards from

our garden oflove come from the same farherly concem nat ra depicr the licenrious behaviour

implied by the euphemism afjoH~J5 as expressed in Eustache Deschamps' ballad of Robin and

\ (arion:

0,. apprmez-moi. m01/ d01C\.: ami.

~-el art. Alors il la lo"dJe elprmd J'es fIIeJ'/lres.

Lupagu de J"(J1/ lÛ're oUI.ril;

.fa pitUIte)' bollla raide el dure.

Elle L'TÙI lmpell, mais elle endure.

El l:u' LYJml'l1ence iljOller :

lm. deIL-':. lrois el il redolibler...136

Like the Chevalier de la Tour Landry, Jean LeViste seems ra cre-ate an image oflo\'e and

fcmale pertëction mat indudes the realiry ofa married woman, yet establishes ide-als and limitations

that protecr his femalc offspring from dle rhrears of the outside world~ dleir o~'fl weakncss, and

certain ncgative images promoted br society. Like the Ü1evaIier de la TOUf Landry~ the patton of the

Lat!;· and Ihe c.:nÙVr11 has conceived dUs rnasterpiece to educate his daughrcrs in matters oflave in view

of a noble futher's greatcst- a good marriage far his daughters.=·Y7

AWedding?

.Many scholars have arrempted to prove thar the Lad.J' and the Ufti,'Of7{ was commissioned as a

celebration of a Le\rlSte ma1e's marriage;238 however, such rheories arc dispro\·ed br dle lack of a

femalc spouse's heraldry in this work. ~onethelcss~we may still consider the possibility that the lJ.zd.y

Z33 :\5 did Anne de France in her 3,h;ce to her daughtcr Susanne al the end of the fifteenth century. P.
Contamine. La Noblesse, p. 175.
Z34 P. Contamine. La ~Qblessç. p. 176.
Z35 J. Verdon, I.e Plajsir, p. 42.
23G From J. Verdon, I.e Plajsir. p. 35.
23; J. l 1uizinga. The Autumn. p. 149.
238 K Gour!ay. ceLü Damt ri fa 5((Jf71t." p. 67. C ~ordçnfalk. "Qui a commandé." p. 56. & "Les 5 sens dans l'arr
du ~foyen-Age:'La Revue de l'An, 34. 1976, p. 26.
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afli' the Unicomplayed a mIe in a LeViste marriage. It seerns possible thatJean leVISte may well have

commissioned dûs work with at least one ofhis daughter's marriage in sight. Obviausly, he could

have intended his work ta function on a didactic leve1, whereby, his daughters (and perhaps his own

wife) would have benefited from its beauty and their noble custodian's carc. However, given the

date of Oaude LeViste's first marriage, it seems possible that the Lmiy ami dJt U1Iicom functioned in a

particu1ar marriage and, perl13ps, in several ways.

Gaude leViste and Geoffroy de Balsac were married on ..."-ugust 26dJ 1493. 240 nus most

satisfaetory date wauld pemaps suggest mat our tapestries played a ttaditianal decorative role, as 11Iil/.e

jkur works were the most popular foan ofdecoration at weddings for the "tlawery meads" mey

simulated.241 However, it seems curious that Jean LeViSte would omit the groom's anns from a

commemoration ofhis daughter's maniage. But, anather cole of tape5try in the rnarriage celebration

came in the foon of sumptuary gifts which were given ta the bride, as bath sides ofher family

atternpted ta outdo the other in extravagant displays to honour the future wife.:!"2 On the one band

her family celebrated its personal hanoue and the her vittue thraugh such materiaJ display, while her

in-laws showered her with gifts as proofof the honour she would enjoy in ber new family. We may

aIso wonder at the possibility of this work's commission before 1493 (perhaps in 1489 whenJean

LeViste reœived bis noble tide), in which case it could have served as a sort of"cadvertisemcnt" for

his daughters as mey neared the age ofmarriage.

As the principle motivation in marriage \VaS money - particulady for the upper classes - a

young man's future wife was most often chosen by bis parents and farnily, who ensured that the

woman was ofan appropriate social and economic standing to be accepted into the family.2.n

Althougb if was possible, love was hardly a necessity for married life and considered little more than

an extra perquisiœ resulting from a husband and wife's shared life and efforts.2" Love, as seen in our

examination of the Lady flIIIi tJH U11Ü'om, was a sign ofnobility. In addition to these images of

aristocratie vïrtue, we should oot forget the richness with which rnaterial culture is depieted to

contnbute to the nobility of the family throughout this series. That Jean LeVlSte would choose to

monumentalise rus family's nobility in the fonn of the perfect bride in waiting, may, therefore, he

explained by the very illustrious family into which Oaude LeViste entered in 1493.

Geoffroy de Balsac, seigneur of!\-fontmorillon and ofSt. Oérnen424S was a member of the

most knighdy IIObIi!sR d'ip«. His status seems to have been considerable, as he was raised at the royal

z.4O ].-B. de Vaivre, uMessire Jehan LeViste," p. 425.
241 R. S. Favïs, The GaRA of Leye, p. lOS.
242 C. K1aplsch-Zubcr (ed.), A Hîuo[f of\1'Qmco, p. 141.
243]. Verdoo (ed.), Vine cp Frapçc, p. 103.
2~ C. Klapisch-Zuber (ed.), A HÎsto[f ofWomen, p. 282
245 G. Souchal, "Messeigneurs LeVISte," p. 213.
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court where he sen.'ed as page and first l'alet de dJambre ro Charles \ lII,1-1S and he continued ro serve

the monarchy undcr Louis XII as chambtl1aJl and t7J1!Sei/kr 1T!JaLZ-l6 TItis marriage was contracred,

naturally, with the financial stipulations mat were the greatest concem of noble panners: Pdr le tVlllrai.

cC/a"dt Jfllt dolie de 25.000[, tVmpris en œlû J'omme 1.000 il.7tS d'or à eUt /igllt.r par le le.ftalnmt de ,\J. ,U'!Jetilde

,'"dllterre. président dll Parlement de Paris, J'O" '!Yertl mtJlemeL le tOllt l!JPo!héqlli j-lIr/a seiglltllne d'.An'gny et de

Lie'l,lIe.i et le seigne/trde Balzac la dota de Sd û~ de AI01ltmontloll el de 6oo{, de rmles.·'·t7 In addition ta

matters of money, though, the question of a potential wife's nobili~' would likely concem such a

Eunilyas the Balsacs, and the Lat!Y and the U"ÙOr1t may well have sen-cd ta rnaterialise Jean LeViste's

honour, the irreproachable perfection of his daughters, in short his "sole desireu
- that of any noble

famer - the successful marnage of his daughters. 1l1e validiry ofJean LeViste's "daims" to 1l0b!e.fJe

has been shown in our examination of noble culture; howe\·er, the parricular monument te his

success, contrary ta popular belief, is not a lament at his lack of a male heir.11g This is a celebration

of the perfecr bride in \vaÏting who will continue and surpass leViste nohllity through extrernely

successfuI marnages. Gaude LeViste, herself, would enter a second very successful marriage \\'Ïth

Jean de Chabannes, cousin of Geotrroy de Balsac and member of a mosr illustrious house. :\lthough

Claude LeViste would die chùdless, the Lady tJ11d the UllÙVT7l continued to associare her father's arms

and very pcrsonal view ofnobilit)r wirh a long and intricate line of distinguished aristocratie

faInilics,~~?

:!-IS :\. & C.-M. Aeury, Le Châteay d'Arq", p. 66.
1-16 J. Odin, "Gaude leViste," p. 25,
~·r:- FrornJ.-B. de Vaivre, "Messire Jehan LeViste:' p. 425.
1-18 K Gourlay, "LJ DtJ1fI( (i la lùof71e," p. 67. G, SouchaI, "Messeigneurs LeViste," pp. 264-265.
1-19 II. :-"fartin, ..Lt DtlHIe J la /iœme:' p. 162.
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V. CONCLUSION

111e La4;' tJIld the U1IùrJm thus emerges as a monument ra the leViste family whose bourgeois

origins \Vere rapidly obscured by specracular legal careers in d1e royal sphere. However, this work far

surpasses a simple heraldic display, as secms evident from the various iconographie rraditions mat

contribu te to irs imagery. Much more than a sign of the orgltcl dit pan/mit, the Lady a1ld the Uwm is

an encyclapaedic vision of noble culture and of me ideals promated for women in the late fifteenth

century. Therefore, Jean LeVisre's complex and very persona! \-ision of nabilit)r focuses in this work

on \vomen and i5, consequendy, darified not orny by the histary ofwomen but alsa by the life of the

fcrnalcs in Jean LeVlSte's life.

The role of women in me culture oflave is quite ob\'ious, but what is less e\;denr is the

infonnarive perspective vi5Ual represenrations of love and noble culture may provide us in the study

of warnen. :\s ir is inherendy linked ta the gardcn oflove by its fonn, mi!l.eJkltf'f rapesrry, in

particular, may l'rave ta he a useful tool ta invesrigate the reality of \Vomen in me ;\fiddle Ages. This

potenrial becomes aIl me more convincing when we sun'er the subjecrs of this very populac

decorati"e foan and re-cilise mat nearly ail seculac subjects include a reprcsentation ofwomen in sorne

fOllTI. Ir would seem., men, that the hisrory ofwomen in me ~liddle Ages is much less distant and

irretrievable than is typically assumed. Though such images hardly represem the realit)r of wamen,

rhey cerra.inJy do infonn our understanding u'har \Vas expecred ofwomen through the idea1ised

images d1ar formed the populac vision ofwomen in the late .\-fiddle ...-\ges.
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Figuœ 47
/awJ";' der T78Ie

Tapcstry
c. 1480-1490
Strasbourg
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Figure 48
1voryMirror Case
Unknown French

London, VICtoria and Albert Museum

Figure 49
Sain GDwKiJJüg theDrap
Mon~tLN

Engnving
Mid fifteenth cemury
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Figuœ 50 (abo~)

"The Third W~e VJrgin"
Martin Schongauer
147Q.1480
London

Figure 51 (abo~)
-Désir désigne~ à Dame Espér.mce (detaiI)
Le Ou- tfA11DITEpris
Codex 2597 foL 5 v.
VJenna, Osterreiclmche Nationalbibliothek

•
Figure 52
WJduriJ»Jen rrit Eirbnz
Tapestry
c.15OQ.1510
Strasbourg
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FiguR 53 (above, left)
Tb! "Lt«:r:a Madnna
Jan van Eyt:k
Panel
1434-1435
Frankfort, Stiidelsches Kunstinstitut

Figure 54 (above, rigbt)
The Vargin Among Vagins
T7ès &JJes Heutf!S d4 tk~Berry
Jan van Eyt:k
Illumination
1435
FormerlyTurin, Royal Library

Figure 55 (lelt)
ltladnu in the Rœe Gmln
Stephan Lochner
Panel
c. 1440
Cologne, WaIIraf-Richartz Museum
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Figure 56
The Paratise if"V t7M

Unknown Florentine
Paris, Musée du Louvre

•

Figure 57
Penthesilea, Queen of the Amazons
Tapestry
End of the fifteenth centwy
Ange~,Musée des Tapisseries
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Figure 58 (above, left)
Mtt/hnz ifHutriIdy
MasterofFJémalle
Panel
c. 1430
Berlin, Kaiser Friedrich Museum

Figure S9 (above, right)
L'Enfant faisant ses premiers pas
Illumination
Fifteenth centwy
Paris, Bibl Na, latin 1405, folio 49.

Figure 60 (1eft)
HrJyFamJy
JOO5 van Qeve
c. 1513
New York, Metropolitan Museum



•

•
Figure 61
Annunciation (Mary of Guelders Ln a walled
garden)
The Hame cfMary tfGltJŒrs
1415
Berlin, Staatsbibliothek
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Figure 62
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Figure 63
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155-f
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Figure 6~
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Figure 6S (abovc, left)
Ma&nm in the Sun
Netherlancmh woodcut
c. 1450-1560

Figure 66 (above, right)
~Guitaum

Netherlandish woodcut
1470-1475

Figuœ 67 (left)
Vi7gin atJ0JiJduiJh FaITSains
(-MedaMadnnlj
Rogier van der Weyden
c. 1450
Frankfort, Stadelsches Kunstinstitut
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Figure 68 (abo~, left)
jaznMarr1~bis baie a1 the
ltalian Cat1pIign toA nrr cfBrittany
Illumination
c.1507
Paris, Bibliothèque Nationale

Figure 69 (abo~, right)
Oaude de France with patron saints
The Prinrrcfa.JeŒF7tI7D:
Illumination
c.1505-1510
ûmbridge, Fitzwilliam Mmeum

F~ 70 (Ieft)
.If mJfiri, Waü7gPœtrait
Jan vanE~k
Panel
1434
London, National Gallery
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Figure 71
Wekf/utht eirrr/".,Darœ
Tapesny
c. 1500-1510
Hamburg, Museum für Kunst und Gewerbe
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