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FOREWORD

Manuscript illumination, the quintessential medieval art form, enjoyed its final triumph during the
Renaissance. In the wake of the invention of printing, Flemish illuminators created extravagant and lavish
manuscripts in which their art was revitalized and given new direction. These manuscripts were col-
lected by rulers, their consorts, and their courtiers across Europe: the dukes of Burgundy in Flanders; their
Hapsburg successors in Spain, Germany, and Flanders; the Yorkist and Tudor monarchs in England;
and the Aviz dynasty of Portugal. The art and achievements of these illuminators are the subject of
Illuminating the Renaissance: The Triumph of Flemish Manuscript Painting in Europe.

This publication accompanies the first exhibition to bring together the greatest works produced
by Flemish illuminators during this exceptional period. Some of the objects included have never been
exhibited previously, and most have been seen only rarely. Illuminating the Renaissance encompasses works
that reveal the full range of sizes and formats in which illuminators worked: from a monumental geneal-
ogy to diminutive private altarpieces on parchment, from huge folio-size volumes to tiny prayer books,
and from single, independent minjatures to books containing one hundred or more illustrations. The
types of texts also vary: from histories, chronicles, and romances to Christian devotional writings, bre-
viaries, and books of hours. The exhibition presents manuscript illumination within the broader context
of painting in oil on panel and explores the close relationship between the two media, including objects by
artists who worked in both.

Thomas Kren, curator of manuscripts at the J. Paul Getty Museum, and Scot McKendrick, cura-
tor of manuscripts at The British Library, conceived the exhibition and catalogue. The Getty Museum’s
Elemish manuscripts, some of the finest in the world, are among the high points of its collection. The
British Library’s holdings, founded on the manuscripts purchased by King Edward IV more than five
hundred years ago, are arguably without rival. With these strengths, the Getty and The British Library
were ideal collaborators for this exhibition. For the presentation in London, this collaboration required a
third partner. In 2001, when given the opportunity of providing the London venue, the Royal Academy of
Arts was delighted to participate. With its own successful history of exhibiting illuminated manuscripts,
including the 199495 exhibition The Painted Page, which showed the highest achievements of Italian
Renaissance book illumination, the Royal Academy offered its full commitment to the realization of this
project. The British Library continued to support the exhibition through unprecedented and generous
loans and through the participation of Scot McKendrick as co-curator of the exhibition.

No previous exhibition or catalogue of Flemish manuscript illumination of this period matches
the scope and ambition of the present undertaking. We are most grateful to Thomas Kren and Scot
McKendrick for their vision, determination, and scholarship. They undertook the task of selecting objects
for the exhibition. Aided by their colleagues in the fields of manuscript illumination and northern Renais-
sance art, they pursued the relevant manuscripts, paintings, and drawings, securing loans with tenacity
and diplomacy. As they did so, they took the opportunity both to explore the broad themes of this era and
to approach the more perplexing problems of connoisseurship. This catalogue is a testament to their
achievement. We extend our gratitude to the many institutions and private individuals, both named
and anonymous, whose generosity has made this exhibition possible. It is our privilege to present these

precious objects to a larger public.

Deborah Gribbon, Director, J. Paul Getty Museum
Professor Phillip King, c.B.E., President, Royal Academy of Arts
Lynne Brindley, Chief Executive, The British Library
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NOTES TO THE READER

This catalogue contains the following types of manuscript illuminations: books, leaves or cuttings from
books, and illuminations that may or may not have been made for books. Also included are drawings, paint-
ings, and printed books.

Measurements refer to the size of a leaf or cutting, not to the binding.

Nluminations are tempera on parchment unless otherwise indicated; “tempera” refers to any water-soluble
medium of which the usual binding media are gum arabic or glair. Some illuminations contain added gold
and silver leaf, or gold paint.

Text blocks are one column unless otherwise indicated.

For some books that are temporarily bound or cut up and their individual leaves dismounted in scrapbooks,
only selected leaves or bifolia have been borrowed; the catalogue entry data provides information on the
complete manuscript from which the work was taken.

In provenances, “to” indicates that the work passed directly to the next owner. “Full-page minjature” refers

to any fully illuminated page whether a miniature with a full border or one without a border.
Due to limitations of space, bibliographies for the catalogue items are extensive but not exhaustive.

Comparative illustrations are referred to as “figures” and are numbered consecutively, beginning in the

introduction; catalogue illustrations are referred to as “ills.”and correspond to the catalogue entry numbers.

KEY TO ABBREVIATIONS:
fol. / fols. = folio / folios
Ms. / Mss. = manuscript / manuscripts
r = recto (rarely used; a folio number not followed by r or v indicates a recto page)

V = Verso

Contributions to the catalogue are by Maryan W. Ainsworth (M. W. A.), Mari-Tere Alvarez (M.-T. A.),
Brigitte Dekeyzer (B. D.), Richard Gay (R. G.) Thomas Kren (T. K.), Susan L’Engle (S. L’E.),
Scot McKendrick (S. McK.), and Elizabeth Morrison (E. M.).
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MASTER OF JAMES IV
OF SCOTLAND

The Last Judgment

(ill. 1110)

INTRODUCTION

THoMmas KrReN AND ScoT McKENDRICK

his exhibition celebrates the great era, between about 1470 and 1560, when Flemish

manuscript painters created, on the pages of illuminated books, some of the most

stunning works of art of the Renaissance. During this period manuscript illuminators

radically transformed the appearance of the illustrated page. First, they introduced
into their miniatures the mastery of light, texture, and space that Jan van Eyck (1390-1441) and Rogier van
der Weyden (ca. 1400 -1464) had achieved in their devotional images, altarpieces, and portraits painted in
oil on panel. Indeed, the finest of the new generation of illuminators rivaled the painters in the expres-
siveness and subtlety of their best miniatures. Second, the decorated border of the page, the area that sur-
rounds a painted image or text, grew comparable in its richness to the miniature it framed. Superseding
the two-dimensional border concept of the past (e.g., cat. nos. 2, 15), the framing flora and fauna were
more three-dimensional and closer to actual size. Flowers and insects cast their own painted shadows,
teasing the eye with their apparent veracity. The wonder inspired by the scrupulous observation of nature
in its endless variety reflects the Renaissance’s startling marriage of art and science.! The exquisite natu-
ralism that infuses both miniatures and borders places Flemish manuscripts among the artistic achieve-
ments of this time.

Flemish manuscript illumination from the 1470s on was an art that maintained medieval tradi-
tions, such as depending on workshop pattern books as sources, yet consistently succeeded in rethinking
and refreshing standardized imagery. This period gave rise to many illuminators of genius, including
Simon Marmion, the Vienna Master of Mary of Burgundy, the Master of the Houghton Miniatures, the
Master of the Dresden Prayer Book, Gerard David, the Master of the Prayer Books of around 1500, the
Master of James IV of Scotland, and Simon Bening. These and others enjoyed a continuous demand for
sumptuous works from many of the great courts of Europe, especially those linked with the Burgundian
and Hapsburg dynasties. Their manuscripts served as opulent symbols of the courts’ power. The innova-
tions of these illuminators included one of the most widely popular and influential styles in the history of
manuscript illumination, involving the miniature, the border, and the integration of the two. The new
style was embraced across western Europe, and not only by collectors but by other artists as well. It was
an art that drew much from the newly refined medium of painting in oil on panel and that also gave some-
thing back to it. Together painters and illuminators explored the visual world, and each discovered sources

of wonder that encouraged mutual emulation.

THE ROLE OF COURT CULTURE
The Renaissance was an era of great princely libraries. The patronage of the dukes of Burgundy,
a powerful duchy located in parts of present-day Belgium and eastern France, and their courtiers played a

fundamental role in the great flowering of Flemish manuscript illumination during the fifteenth century.



INTRODUCTION

The dukes formed one of the largest and most splendid of these libraries. The Burgundian dynasty’s
political exploitation of extravagant display was one of its essential contributions to modern European
statecraft. The lavish new style of Flemish manuscript painting mirrored the glamour of the court, and
the court politics of splendor sometimes shaped the illumination itself. For example, during the 1470s
some borders in the new style meticulously reproduced the finely woven brocades worn ceremonially
only by members of the ducal household. Others display tidy arrangements of jewelry with pearls, rubies,
and gold, or colorful arrays of peacock feathers (e.g., ill. 42). Both these borders and the objects they depict
are manifestations of the Burgundian dynasty’s taste for splendor and its display.

As an art of the court, the new Flemish manuscript illumination was first and foremost a vehicle
of piety, politics, and status. The patronage of such luxurious arts inspired emulation on the part of both
nobles and merchants and at other courts. In Flanders the tradition of manuscript illumination was
already centuries old. As one of a range of costly goods for which the Flemings developed a reputation
throughout western Europe—they included painting, tapestry, embroidery, sculpture, jewelry, and
metalwork—illuminated manuscripts established a strong presence within the bustling European mar-
ketplace. The new type of illusionistic borders adopted by Flemish illuminators during the 1470s became
the hallmark of these books for several generations and may even have served as a form of branding.

The triumph of Flemish manuscript illumination in Europe was made possible by this commer-
cial tradition; by this art form’s close ties to the Burgundian dynasty, whose love of art and display was so
influential; and by the Burgundian house’s marriages with the Hapsburg and Spanish ruling families.
Flemish Burgundian visual culture held in its thrall the imaginations of both the Hapsburg successors to
the Burgundian dukes and their loyal courtiers.

THE BURGUNDIAN DUKES AND THE NORTH

The Burgundian state of the fifteenth century, what came to be called the “Grand Duchy of
the West,” had its roots in the previous century. In 1369 Duke Philip of Burgundy— called “the Bold”
(r. 1363 —-1404), who was the younger brother of King Charles V (r. 1364 —80) and first peer of France—
married Margaret of Mile (r. 1384 -1405), the daughter and heir of Louis, count of Flanders (r. 1346 —84).
The union of Philip and Margaret eventually brought under the control of the dukes of Burgundy
significant parts of Flanders and northern France, including the prosperous urbanized Artois. These ter-
ritorial acquisitions, which permanently transformed the character oflife in the already prosperous region
of Flanders and its neighboring territories, secured a place for the Burgundians in European history. It
marked the beginning of an expansion of Burgundian hegemony into two physically distinct regions, the
first centered in the north-—encompassing Brabant, Hainaut, Holland-Zeeland, Guelders, Utrecht, and
Liege—and the second in Burgundy.? (Dijon, the capital of Burgundy, is four hundred kilometers [250
miles] south of Bruges.) Philip the Bold and his successors, most importantly his grandson Philip the Good
(r. 1419—67), stewarded this growth through a policy of territorial acquisition via inheritance, purchase,
treaty, and conquest. The latter Philip consolidated one of the most powerful sovereignties in Europe,
often a rival to the kingdom of his Valois cousin and feudal overlord, Charles VII of France (r. 1422~ 61).
In the course of his reign, Philip the Good abandoned Paris for the commercial centers of Flanders, where
he ruled with pomp and ceremony. His court was peripatetic, moving among administrative centers he
had set up in the region.

During the fourteenth century Flemish towns enjoyed great mercantile prosperity. They devel-
oped local political and cultural traditions, including public festivals that engaged the talents of artists,
musicians, and performers. Flemish artistry abetted the Burgundians’ taste for splendor and display. The
dukes staged magnificent feasts, pageants, and other celebrations that exploited the hypnotic appeal of
grandiose ceremony and demonstrated the power of visual symbolism. Philip the Good used these means

strategically in his larger ongoing efforts to centralize authority and strengthen the administration of his
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principalities. Conscious of his growing power and prestige on the European stage, he may also have
wished to elevate the duchy to a kingdom, a goal that his son Charles (r. 1467-77) would take up in earnest
some decades later.> By the second half of the fifteenth century, the splendor and magnificence of the
Burgundian court had become legendary, influencing the way other European states presented them-
selves to their subjects and the world. The Burgundians had created an idealized image for the public
expression of secular power.

As noted earlier, the dukes of Burgundy, whose closest relations among the Valois line were
renowned for their bibliophilia, became important patrons and collectors of illuminated manuscripts.
Philip the Bold—residing for long stretches of his rule in Paris, the most important center of artistic and
manuscript production at that time-—laid the foundations of a library of finely illuminated books.* Dur-
ing the 1440s Philip the Good turned to manuscript illumination as a central component of his politics of
splendor. He commissioned at least sixty manuscripts. Although not all were illuminated, they included
some of the most beautiful and lavish books produced in the Flemish territories up to that time.’ Philip
commissioned books not only for their countless miniatures painted with rare and costly minerals and
with gold but also for their political significance. Through several literary works that recounted the
exploits of his glorious forebears (e.g., cat. no. 55), the duke strove to demonstrate his belief in his descent
from the Lotharingian kings.® Histories of territories that he had brought under his rule, such as the
Chroniques de Hainaut (cat. no. 3), explicitly justified his claims to power. Other literary works offered
illustrious political-military leaders, such as Alexander the Great, as exemplars for his rule; devotional
manuscripts, including sumptuously illuminated breviaries (e.g., cat. no. 10), were suited to a Christian
prince of his status and aspirations.”

The secular texts and their stunning imagery were particularly important for Philip and con-
tributed actively to court life. Presentation miniatures (illustrations depicting the presentation of a book
to its patron or donor) show the book itself as a focus of ceremony that engaged the most prominent
officials of the ducal household (e.g., ill. 3).* With their potent political underpinnings, the chronicles
helped to shape the imaginations and thinking of the ruler and his courtiers. These books often had
lengthy cycles (twenty, fifty, one hundred miniatures), including many subjects not previously illumi-
nated. Their physical presence alone, as the presentation miniatures also suggest, conveyed authority.

The art of manuscript illumination was not new to Flemish cities. Bruges and Ghent had
been producing luxury devotional books since the early thirteenth century, while medieval Tournai,
Hainaut, and Brabant also were centers of production. Like other producers of luxury goods in Bruges and
Ghent, Flemish illuminators developed an export market for their work.® But manuscript illumination
in Flanders before the period of Philip’s patronage was generally less distinguished than the production
of the other great European centers, especially Paris. From midcentury, however, it would equal and
even surpass them.°

Almost certainly Philip the Good’s demand for books of the highest quality to rival those acquired
by his grandfather and his other Valois forebears—including the legendary bibliophile John, duke of
Berry—helped to foster the growing refinement of Flemish illumination. The finest artists of the day grav-
itated to the medium as court patronage created fresh opportunities. Both Philip and his son Charles, the
young count of Charolais, rerained illuminators as court artists.”’ Duke Philip’s library had lasting histor-
ical importance. The roughly 867 books that he had acquired through inheritance, commission, purchase,
and gift would become a cornerstone of one of the great national libraries, the Bibliothéque royale de
Belgique in Brussels.*?

When Philip died at the age of seventy-one, many of his bibliophilic projects were left incomplete.
During the years immediately after his death, his son Charles spent substantial sums on the illumination
of a particularly ambitious group of books (including cat. nos. 10, 55) that his father had originally com-
missioned. Many had been produced with spaces for miniatures but were left only partially illuminated or
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not at all. Charles also personally commissioned other significant books (see cat. nos. 16, 54, 56, 64).'
Meanwhile the period of Charles’s rule witnessed a flowering of patronage among his courtiers. They
ordered books suited to a ruling class and a chivalric culture: the life of Alexander the Great, newly
translated and critically revised by Vasco da Lucena (cat. no. 63); and Valerius Maximus (cat. no. 73), a
collection of rhetorical exercises that had been popular since the time of the French king Charles V.

Among the leading patrons of this era were many of Charles’s family members, courtiers, and /or
allies: the loyal ducal councillor Louis of Gruuthuse, stadtholder of Holland and Zeeland (see cat. nos. 58,
59, 60, 62); Duke Charles’s illegitimate half brother Anthony of Burgundy; his third wife, Margaret of York
(see cat. nos. 13, 14, 22, 27-29, 43, 51, 85); and Edward IV of England (see cat. nos. 66, 80— 83, 87), his brother-
in-law through Margaret. They each developed collections of luxury volumes. Significantly, Edward’s
holdings, though much more modest than those of the Burgundian rulers, are among the most important
surviving works of the early English royal collections and, as such, today constitute a cornerstone of the
British Library’s collections.

Philip and Charles favored several illuminators who played a key role in the transformation of
Flemish manuscript illumination during the 1470s. They included Simon Marmion (ca. 1425-1489), who
had long been a favorite court painter and illuminator; and a much younger artist, the Vienna Master of
Mary of Burgundy, whose earliest datable miniatures, from 1470 and shortly thereafter appear in books
made for Charles the Bold (cat. nos. 16, 54).

As a painter himself, Marmion introduced to miniatures some of the luminous pictorial qualities
seen in Flemish painting, while the Vienna Master introduced the pictorial values and powerful emotional
expression of the Ghent painters, especially Joos van Ghent (act. 1460-75). The Vienna Master was also
among the first to paint a border in the new style, with its strongly spatial character (ill. 19a). Perhaps led
by his example, or under his influence, Flemish illuminators found a way of uniting the area of the deco-
rated border and the miniature by imbuing both with complementary naturalistic forms. His greatest
miniatures appear in the Hours of Mary of Burgundy (cat. no. 19), which was probably made for Charles
the Bold’s daughter, Mary, the heiress to the Burgundian domains. The 1470s saw the production of a
number of highly luxurious manuscripts, primarily devotional books, featuring the new border style.
Examples were made for members of the ducal family (see cat. nos. 19, 22, 44), in honor of them (cat. no.
23), or for their courtiers (cat. no. 20).

Charles the Bold sought to unite his vast domains in Flanders with his dynasty’s older territories
to the south by conquering the duchy of Lorraine and adjoining areas (fig. 1). Initially these efforts enjoyed
some success, but they ultimately led to catastrophe. A series of defeats beginning in 1475 culminated in
Charles’s death on the battlefield at Nancy in January 1477. Since Charles had failed to produce a male heir,
his territories passed to his daughter, the twenty-year-old Mary, and on her death in a riding accident five
years later, they passed to her young son, Philip the Handsome (1478 ~1506). The era of Flanders as the base

for Burgundian rule gradually came to an end.

FLEMISH ILLUMINATION AFTER CHARLES THE BOLD

The tragic and premature death of Duke Charles created political upheaval. The king of France
immediately invaded the Low Countries to reclaim territory. Following Mary of Burgundy’s untimely
death in 1482, her husband, the Hapsburg prince Maximilian (1459-1519), archduke of Austria and later
Holy Roman emperor, endured a stormy regency from 1482 to 1494 as the Flemish towns chafed against
his rule. While the besieged Maximilian devoted his energies to keeping his head above water, sustained
patronage of Flemish manuscripts no longer came from the ruling family.

Burgundian courtiers nevertheless continued to commission opulent secular manuscripts. Such
distinguished bibliophiles as Engelbert II, count of Nassau and Vianden (1451-1504), and John 11, lord of
Oettingen and Flobecq (d. 1514), commissioned masterpieces such as the lavish illuminated copies of the
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Burgundian territories
under Charles the Bold,
ca. 1476
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Roman de la rose (cat. no. 120) and Ludolph of Saxony’s Vie du Christ (cat. no. 96).”* Despite this high-caliber
patronage, the place of secular manuscripts in the overall production of books dwindled in importance as
the end of the century approached. The focus of illuminators had shifted back to devotional books, which
had been a mainstay of Flemish production long before the era of Philip the Good. Yet the patronage of
the duke, the duchess, and members of their household in the 1470s had a lasting impact.

During the years between the deaths of Duke Charles and Duchess Mary, interest in the new style
of illumination grew rapidly. Not only were miniatures closely linked to the lustrous aesthetic of painting
in oil, but they were sometimes derived directly from paintings by well-known artists such as Hugo van
der Goes (1440 —-1482) and Dieric Bouts (1415-1475). Between the mid-1470s and 1483 illuminators quickly
assembled a large body of patterns for miniatures. In addition to those by Van der Goes and Bouts, these
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patterns were designed by or derived from the Vienna Master, Marmion, Lieven van Lathem, and the
Master of the Houghton Minijatures.”” Thus the new style of illumination was rapidly subjected to the
Flemish artists’ powerful entrepreneurial instincts. The use of patterns on the part of illuminators
was hardly new, but now they were used in a more systematic way. In fact, many of these new patterns
came to be used for several generations or more, ensuring the longevity of the new fashion in Flemish
illumination. Coupling the new style of naturalism in the borders with the miniatures themselves, the
illuminators created a system of production of surpassing artistry. The luxurious and refined Hours of
Mary of Burgundy and Maximilian (cat. no. 38) from the early 1480s, with its seventy-five miniatures, is
just one example of this type of production in these years. Most of its miniatures appear to be derived from
patterns, yet it is a dazzling and engaging work. Other examples include the two books of hours made for
William Lord Hastings (ca. 1430 —1483; cat. nos. 25, 41).'¢

With patterns likely available for the flowers, acanthus leaves, and other motifs in the borders
as well, highly skilled artisans (including the Master of the First Prayer Book of Maximilian, his prolific
workshop, and the Ghent Associates) began to produce sumptuous books of hours and devotional books
for the European market. This practice of using patterns did not so much discourage innovation and
creativity as help to meet the demand for richly decorated books in the new style without sacrificing the
high level of quality that the most discerning patrons demanded. Indeed, several outstanding illumina-
tors—including the Vienna Master, Simon Marmion, and the brilliant Master of the Houghton Minia-
tures— contributed completely original miniatures and borders to some of these books. The Houghton
Master’s brief career around 1480 rivals in invention that of the Vienna Master (see cat. nos. 32—35). Thus
original and copy often graced the pages of the same book. Other established illuminators—such as the
Master of the Dresden Prayer Book, whose witty style was largely independent of the new naturalism (see
cat. no. 49)—adapted the borders and worked regularly in manuscripts where they were featured (see cat.
nos. 20, 32, 33). By the mid-1480s virtually all Flemish illuminated manuscripts, no matter their quality
or miniature style, featured the new illusionistic border with flowers and insects painted on solid-
colored grounds."”

The 1480s saw several other major developments. First Simon Marmion, by then active for more
than four decades, created his most innovative and influential cycle of miniatures, mostly half-length
“close-ups,” for a devotional book (cat. no. 93). Second, Gerard David settled in Bruges and started to
execute both paintings and miniatures (cat. nos. 99-107). Third, a new generation of illuminators
emerged, led by the Master of James IV of Scotland (cat. nos. 124 —28), who might well be identifiable with
Gerard Horenbout of Ghent (cat. nos. 129, 130). The Master of James IV was a brilliant narrative artist with
a poet’s eye for outdoor settings. He was active in Flanders for four decades, rarely relying on models,
although when he did, as in his famous calendar for the Grimani Breviary (cat. no. 126), he completely

reinvented his source.!8

FLEMISH ILLUMINATION AND PATRONAGE UNDER THE HAPSBURGS

As noted earlier and as Scot McKendrick makes clear in his essay “Reviving the Past: Illustrated
Manuscripts of Secular Vernacular Texts, 1467—1500" in this volume, the popularity of the luxury illumi-
nated secular text declined with the demise of the Burgundian dynasty, though some of the most memo-
rable examples appeared during the 1480s and r490s with the new border style (see cat. nos. 86, 96, 104,
120). Certainly one factor in this decline was the rise of the printed book (see cat. nos. 67, 72). A princely
library had become an essential instrument of the authority, learning, and splendor at rulers’ courts across
Renaissance Europe, and the printed book would increasingly play a prominent role within such libraries.
Flemish illuminated manuscripts would nevertheless remain of importance at court for decades to come.

During the years of his marriage to Mary of Burgundy and subsequently, during his regency in
the Netherlands (1482~94), Maximilian of Austria enjoyed intimate, ongoing involvement with Charles’s
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Figure 2
Hapsburg Empire under
Charles V, ca. 1556
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courtiers. He certainly would have beheld the splendor of the ducal and courtiers’ libraries. He also
acquired over the years a few superb Flemish illuminated manuscripts (including cat. nos. 38, 104). The
luxury volumes he commissioned much later to glorify his reign—most notably the Theuerdank, Der
Weisskunig, and The Triumphs of Maximilian—were published by the great German printers and illustrated
by Germans: Albrecht Diirer (1471-1528), Hans Burgkmair (1473-1531), and others.”® Since Maximilian
returned to his German territories at the end of his regency, it is perhaps inevitable that he would turn to
the established German printing industry to create the volumes particularly suited to the Hapsburg
legacy. The ability to make multiple copies of any one luxury book also enabled him to reach a much
wider audience than had his Burgundian forebears.

Nevertheless the new tradition of Flemish illumination prospered, largely in the form of increas-
ingly lavish devotional books and breviaries. Two ruling households, their wealth augmented by the
bounty of the age of exploration, quickly stepped into the fray in the closing years of the fifteenth century.
They were the Spanish and Portuguese monarchs and their courtiers. The Spanish nobility had long been
enamored of Flemish art, importing not only major works by such prominent artists as Rogier van
der Weyden, luxurious manuscripts by Willem Vrelant (1430--1481/82), and tapestries but also works by
Flemish (and other northern European) painters, illuminators, sculptors, and architects.?® Part of the great
wealth of the major Castilian cities, such as Burgos and Valladolid, was derived from the wool trade and
other commerce with the Low Countries. Already by the middle of the fifteenth century, the splendor of
the Burgundian court provided a model for the Spanish nobility. The marriage of the children of Isabella
of Castile and Ferdinand of Aragon (Joanna and Juan) to those of Mary of Burgundy and Maximilian
(Philip the Handsome and Margaret of Austria), only served to heighten this predilection. Two of the
finest Flemish manuscripts from the decades just before and after 1500 were made for Isabella, one
apparently presented by her ambassador Francisco de Rojas in 1497 (cat. no. 100), the other somewhat
later, a book of hours, perhaps also commissioned for presentation to her (cat. no. 105). In addition, she
drew to Spain, among other artists, the Flemish painter Juan de Flandes (act. 1496 ~1519), who was perhaps
also an illuminator, and the Flemish-trained painter Michael Sittow (ca. 1469-1525). A number of other
particularly lavish books of hours produced around the turn of the century were made for Isabella’s
daughter Joanna of Castile (see cat. no. 114), consort of Philip the Handsome (r. 1494 —1506). He assumed
the rule of the Netherlands upon Maximilian’s return to Germany. Further lavish books were made for
Spanish patrons who have not been firmly identified (e.g., cat. nos. 109 and the Rothschild Book of Hours).2!

The Master of James [V of Scotland, who contributed a cycle of miniatures to Isabella’s breviary,
was one of the artists who benefited from Iberian patronage.?> Other books that he and his workshop
likely illuminated for Iberian patrons include a book of hours (cat. no. 109) and the little-studied prayer
book in Lisbon made for a member of the Portuguese royal family (Museu Nacional de Arte Antiga, Ms.
13). It was probably during the first decades of the sixteenth century, under such patronage, that the Mas-
ter of James IV explored the potential of illusionism on the page and found new ways to integrate minia-
ture, border, and text (see the Lisbon prayer book and cat. no. 124).

Born and raised in Ghent, the Hapsburg emperor Charles V (r. 1519~56), son of Philip and Joanna,
continued to rule the Netherlands (see fig. 2). He did so, however, primarily from Spain and largely
through first his aunt Margaret of Austria and subsequently his sister Mary of Hungary. A splendid rosar-
ium illuminated by Simon Bening (1483/84—1561), the leading artist of the third generation of Flemish
illuminators, was made for Charles or his son Philip (cat. no. 156). Charles’s consort, Isabella of Portugal, bad
a book of hours with miniatures by Bening (cat. no. 151). One of Charles’s courtiers probably commis-
sioned one of Bening’s finest books of hours (cat. no. 154). A distinctive Mannerist school of Flemish illu-
mination is linked with the patronage of Charles V from the 1520s through the 1540s (e.g., cat. nos. 166, 167).

The ongoing connection between manuscript illumination and Burgundian traditions is exem-

plified not only by such books of hours and breviaries but also by Bening’s commission from the Order of
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the Golden Fleece of a copy of its statutes (Madrid, Instituto Don Juan de Valencia).? It is the most beau-
tiful of the many copies created by Flemish illuminators over the previous hundred years.

The Portuguese royal family also had married into the Burgundian line, having provided a
duchess, Isabella (1397-1471), for Philip the Good. The humanist Vasco da Lucena (c. 1435-1512) was a
courtier of Isabella’s and the author of texts that were favored for luxury production (cat. nos. 54, 63). He
owned a painting by Simon Marmion.?* The Portuguese interest in manuscript illumination accelerated
by the 1490s, part of a larger and expanding taste for Flemish tapestries, paintings, and other works of art.
Two of the most luxurious breviaries of the turn of the century were made for Portuguese patrons (cat.
nos. 91, 92), and one of them quickly became the property of Queen Eleanor of Portugal (1458 ~1525). Less
than a generation later, the first truly sumptuous commission received by the young Bening derived from
the S4 family of Portugal (cat. no. 140). This was the first of a series of major commissions Bening enjoyed
from high-ranking Portuguese, including the royal family, over many decades (see cat. nos. 147, 150). This
generous patronage, which stemmed from the interrelationship among the courts and the upper nobility
of Spain and Portugal, would result in many of the most splendid Flemish illuminated manuscripts
produced during the remainder of the century. Elsewhere, within the Hapsburgs’ sphere of influence,
Cardinal Albrecht of Brandenburg (1490-1545), a great prince and voracious art patron, commissioned
several costly devotional books. One of these, among the finest Flemish manuscripts of the 1520s, was by
Bening himself (cat. no. 145). During the sixteenth century most of the great commissions for Flemish
manuscript illumination came from outside Burgundian Flanders.

Simon Bening was innovative in the art of narrative; in the development of new formats for illu-
mination, such as the triptych and quadriptych (see cat. nos. 146, 157); and in the depiction of nature. He
was also a skilled portraitist. In these diverse areas his art seemed to grow continuously, from his earliest
works (see cat. nos. 139, 140) through the end of his career (see cat. nos. 159, 161). His illumination reflected
recent developments in the art of painting, as that of his forebears had, and like the art of his forebears, it
gave something back, especially in the arena of landscape painting. By midcentury Bening was the last
Flemish illuminator of the first rank who was still working.

Ultimately the printing press brought about the decline of Flemish manuscript illumination. That
this sad result took nearly a century to achieve attests to the continued vitality of the medium of manu-
script illumination in Flanders from the 1470s through the middle of the sixteenth century. With the death
of Simon Bening in 1561 the tradition of Flemish manuscript illumination was no longer an important
part of Netherlandish artistic culture. Yet it produced one more gifted figure, George Hoefagel
(1545 -1600/1601), a full two generations after Bening. Hoefnagel’s relatively circumscribed activity as an
illuminator appears to have been largely at the pleasure of a Hapsburg emperor, Rudolf II. Thus Flemish

manuscript illumination remained an art of the court even in its waning years.

HISTORIOGRAPHY AND ORGANIZATION

The literature on the period of Flemish manuscript illumination covered by this exhibition is stag-
gering in its volume and continues to expand at a breathtaking pace, as the bibliography at the end of this
book attests.?” Flemish manuscript illumination from the period discussed here has been the subject of
intensive research and scrutiny since the mid-nineteenth century. During the second half of the nineteenth
century, scholarly investigation of the Grimani Breviary led to an interest in those manuscripts related to
it artistically.?® In the same decades, archival research in Bruges, Ghent, Antwerp, and other centers
revealed the names, guild memberships, patrons, and some of the artistic projects of Simon Marmion,
Alexander Bening, Gerard Horenbout, Simon Bening, and other illuminators.?” Indeed, research on the art
of this period has focused strongly on areas of traditional art-historical concern: connoisseurship, the
identification and localization of artists, the reconstruction of their careers, and the matching of artists

mentioned in surviving documents with specific works and even entire oeuvres.?®



I0

INTRODUCTION

The intent of this catalogue is to review critically what has come before, assess the progress of
scholarly research, and build on the most secure foundations. Exploiting the full range of methodologies
employed over the past two generations, we have brought to bear the evidence of codicology, textual
transmission, liturgical content, and, for the knotty problems of dating, costumes depicted in the illumi-
nations. To achieve a fresh appraisal of the evidence available, the authors have endeavored to examine
personally all the manuscripts and other works of art illustrated here.?” With the aid of his expansive com-
puter database, John Plummer analyzed the calendars of most books of hours in the exhibition to identify
evidence of shared exemplars that would assist in grouping and localizing them. Margaret Scott has pro-
vided evidence for the dating of images and books based on costume.

Given the wide-ranging investigation of individual manuscripts and artists from the period, it
is remarkable that no single study has attempted a proper overview of the period considered here. Both
Paul Durrieu and Friedrich Winkler treated it within the broader parameters of the entirety of fifteenth-
and sixteenth-century Flemish manuscript illumination.?® More recently, Maurits Smeyers addressed the
period within the context of an epic survey of the history of Flemish manuscript illumination, from the
eighth to the sixteenth century, organized under diverse themes.?! L. M. J. Delaissé, in the exhibition of
1950 and its influential accompanying catalogue, focused on the era of Philip the Good, or that immedi-
ately preceding the period considered here 22

The present volume is conceived as a sequel to Delaissé’s catalogue. Delaissé focused attention on
the considerable interest of secular manuscript illumination and other deluxe bibliophile volumes created
for members of the court after the death of Philip the Good, especially during the 1470s.2* In his intro-
ductory essay, McKendrick explores this important topic in much greater depth and draws particular
attention to the extraordinary and often poorly studied examples in the British Library, many of which
were passed down to it directly through the descendants of the most prominent patron of such manu-
scripts, Edward IV.

Like the catalogue of the 1959 exhibition, this book is organized roughly chronologically. It is
divided into five parts, including one for works of art that largely predate the time frame of the exhibition
but announce some of its themes. Unlike the earlier catalogue, which organized its material around work-
shops of book production and their locations, this publication is organized by illuminator. As a number
of illuminators enjoyed extended careers—including Marmion, the Master of the Dresden Prayer Book,
and the Master of James IV of Scotland—their activity is represented in more than one part of the
book. Following in the spirit of Delaissé’s inquiry, an appendix by Richard Gay, with an introduction by
McKendrick, discusses some of the scribes whose work is represented here.

Other studies, such as those of Otto Picht and G. 1. Lieftinck, have focused on a much narrower
time frame of about fifteen to twenty years, circa 1470 —90, during which the new style emerged.** Indeed,
the bias of research on Flemish manuscripts in general has been weighted heavily toward the first decades
of the new style. This exhibition argues for a reassessment of the entire period, based on the intensive
research on its early decades that has dominated scholarship of the last generation and also on the belief
that some achievements of the sixteenth century have not received due recognition, mostly because a
number of major works came to light only recently. This exhibition endeavors both to demonstrate the
importance of secular and other bibliophile manuscripts and to illustrate the many ways in which illumi-
nation remained a continuously inventive and significant art form well into the sixteenth century.

Modern criticism has viewed the art of the Master of Mary of Burgundy as setting the standard
against which all subsequent Flemish illumination should be measured. A reevaluation of the artist over
the past several decades has led to a diminished critical appraisal, however, both aesthetically and in terms
of invention, of a significant component of his oeuvre.>> At the same time scholars have uncovered several
of his works only recently, including some introduced in this exhibition (cat. nos. 16, 54). Even as this

catalogue was being written, Anne Korteweg rediscovered one of these and kindly brought it to our
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attention (cat. no. 17). We have also adopted Bodo Brinkmann’s proposal to rename the artist the Vienna
Master of Mary of Burgundy. Thomas Kren identified another illuminator, the Master of the Houghton
Miniatures, as belonging to the new generation whose art was strongly linked to the aesthetic of the Ghent
painters. An artist with a very brief career, he is named after the Emerson-White Hours {cat. no. 32) in the
Houghton Library. His work shows exceptional originality, and his artistic inventions were influential.

Viewing manuscript illumination of this period largely through the filter of the great Flemish
painters has obscured its accomplishments and its place within the history of Flemish art. In an age of
public museums, where paintings are more readily and regularly displayed than manuscripts, and within
a discipline long influenced by Italian painter and art historian Glorgio Vasari (1511-1574), modern art-
historical scholarship has shown an overwhelming bias toward the history of painting on panel and can-
vas. While it is true that Hugo van der Goes, Joos van Ghent, and other painters, such as Dieric Bouts,
strongly influenced the compositions of Flemish illuminators, the relationship was more complex and
more dynamic than has generally been recognized. Historically artists working in the diverse media that
formed the full range of medieval art had always engaged in mutual exchange of ideas and artistic models.
Without denying the influence of painters on illuminators, which is well documented, Thomas Kren and
Maryan W. Ainsworth, in their introductory essay, “Iluminators and Painters: Artistic Exchanges and
Interrelationships,” clarify the varied ways in which illumination provided sources and points of depar-
tures for painters, whether in style, composition, individual motifs, subject matter, or through an artist’s
practice of both media. Accordingly, the catalogue includes paintings and drawings independent of man-
uscript illumination to the extent that they are pertinent to the understanding of the illuminators, their
originality, and their working methods. Kren and Ainsworth reconsider some of the painters who exe-
cuted illuminations, such as Petrus Christus and Simon Marmion. Ainsworth also closely examines the
work of Gerard David, a master whose art comfortably straddles the two disciplines. Although he exe-
cuted a relatively small number of miniatures, his oeuvre exemplifies this vital interchange of artistic ideas.

Within this context Catherine Reynolds, in her essay, “Illuminators and the Painters’ Guilds,”
casts a fresh eye on the rules of the painters’ guilds and the role of the Bruges confraternity of book pro-
ducers. Reynolds offers fresh insights into the status of illuminators, the interrelationship among the arts,
and the limits on trade. She reexamines widely held assumptions about the commerce in illuminations, in
particular the single-leaf miniature, the staple of devotional books.

Other recent advances in scholarship include Brinkmann’s demonstration of the originality and
high level of artistic achievement of the Master of the Dresden Prayer Book, long regarded as a secondary
figure.*¢ His influential study of this artist casts its net widely over the period, raising broader questions
concerning artistic innovation, connoisseurship, and dating in the 1470s. Francois Avril and Nicole
Reynaud have advanced our understanding of the illuminators of northern France working in the
Burgundian orbit.?” Janet Backhouse’s recent discovery of the scintillating Hours of Charlotte of Bourbon-
Montpensier (cat. no. 44), in which the Dresden Master was the lead artist, has also prompted further
thought on several key issues. As the earliest known manuscript to include illusionistic borders in the new
style (datable before 1476), the Bourbon-Montpensier Hours challenges assumptions about the origins
of the new border. We are fortunate to be able to display this book of hours publicly for the first time.
Another book of hours that dates from the mid-1470s (cat. no. 37) suggests that Marmion’s contribution
was integral to the emergence of the new style. Long recorded, but rarely seen by specialists and poorly
published, this manuscript is discussed here in detail for the first time.

For the sixteenth century, recent major discoveries concerning the Master of James IV of Scotland
(including cat. nos. 124, 125, 127) have greatly enriched our understanding of his originality and of the
duration of his activity in Flanders.?® The exhibition also introduces several little-known manuscripts by
his important follower, the Master of the David Scenes in the Grimani Breviary (cat. nos. 115, 116). Several

sixteenth-century illuminators overlooked by Friederich Winkler and Georges Dogaer are defined here
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for the first time by Elizabeth Morrison, who also helps to clarify the place of Mannerism in Flemish illu-
mination of the time. In recent years Judith Testa and Thomas Kren have reconstructed several key books
by Simon Bening, a number of which have been disassembled over the centuries. The exhibition offers an
in-depth survey of Bening’s lengthy and highly varied career.

Finally, the reader familiar with the period will note that the phrase “Ghent-Bruges school” has
generally been avoided here. It is true that Bruges and Ghent remained major centers of production and
played a central role in the birth of the new style. It is also clear that they were not alone as centers of artis-
tic creativity and that a number of significant illuminators came from other towns or created books in col-
laboration with artisans from other locations. Many of the finest books from the period were produced
in a cosmopolitan way with a scribe in one center and an illuminator in another, as, for example, David
Aubert in Ghent and Marmion in Valenciennes for Margaret of York's Les Visions du chevalier Tondal (cat.
no. 14). Her husband’s documented prayer book (cat. no. 16) featured illuminations by Van Lathem from
Antwerp and script by Nicolas Spierinc from Ghent. Remarkably, the Trivulzio Hours (cat. no. 17)
includes the work of Marmion, Van Lathem, and Spierinc between the same covers, artisans from three
different towns represented in a single book. Although Marmion resided in Valenciennes, he belonged to
the painters’ guild in Tournai, a center whose connection to the new style of book illumination otherwise
remains to be demonstrated.” Yet given the mobility of the Burgundian court, it is not surprising that such
a situation arose.*

In this context of ongoing interurban collaboration, the international case of the Genealogy of
Dom Fernando of Portugal is compelling. An artist residing in Portugal, Anténio de Holanda (1518 —1551),
supplied drawings that Bening illuminated in Bruges (cat. no. 147). The Portuguese trade secretary in
Antwerp, Damiao de Gois, coordinated the work (cat. no. 147). He not only provided historical content
and guidance to the draftsman but also ensured that the drawings found their way to the illuminator. A
form of interurban production appears to have been common practice for the most luxurious Flemish
manuscripts of the period, but collaboration on manuscript production across the continent also occurred
(see also cat. no. 151).%!

In light of the many recent discoveries and of international scholarly research of the past half
century, the time has come to reconsider some of the larger questions. What is the contribution of the
Vienna Master of Mary of Burgundy? Did he act alone in the development of the new style? Did he invent
the new style of border? Which artists made original contributions in the succeeding generations? What
is the relationship between painters and illuminators? What is the place of copying and imitation? What is
the real contribution of Flemish manuscript illumination to the history of art of this period? Here we
argue that the origins of the new style are more complex than was once thought and attributable to more
than one master. Moreover, with the establishment of the new style, the rapid development of a large
body of patterns—literally scores of them from the mid-1470s to the early 1480s— contributed greatly to
its success. Even the generation of these patterns was a collaborative undertaking. It facilitated the pro-
duction of exceptionally lavish books at a very high level of quality in an efficient and reasonably system-
atic manner. For the next several decades most of the truly lavish books were collaborative productions
involving three or more gifted masters with wholly distinctive styles.

The ensuing decades show continuous innovation in style and iconography along with the use
and reuse of patterns in inventive and often surprising ways. llluminators of the sixteenth century also
broke new ground in the depiction of landscape, in narrative, and in the domain of the portrait miniature.
Right up to its last years, Flemish manuscript illumination exhibited a dynamic relationship to tradition
and to innovation, often looking backward, always looking ahead.
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1. The carefully arranged flowers and other naturalia anticipate
the emergence of the Baroque genre of still-life painting.

2. In this volume the term Flanders is used in the broadest sense,
to refer to the larger Burgundian holdings in the southern Netherlands
and northern France.

3. Blockmans and Prevenier 1999: 106 -7, 188.

4. De Winter 198s.

5. Blockmans 1998: 7, 1015, although his calculations are probably
conservative, not taking into account evidence of all the inventories.

6. Blockmans 1998: 15.

7. Because of their fragile nature, illuminated manuscripts may
have been reserved for display to a more select audience than were
tapestries, plates, and other luxurious objects that were subject to
inclusion in public ceremony. The audience for the display of luxuri-
ous books was relatively circumscribed but powerful and politically
significant nonetheless.

8. In the Chroniques de Hainaut, Van der Weyden portrayed these
high-ranking officials and family members, as did Marmion in the
frontispiece miniature of the Grandes Chroniques de France (Saint Peters-
burg, National Library of Russia, Ms. Erm. 88, fol. 1; Paris 1993: 81).

9. Smeyers et al. 1993: 45— 65; Louvain 1993.

10. France remained a great center for manuscript illumination
throughout the fifteenth century; see Paris 1993.

1. See Thomas Kren and Maryan W. Ainsworth, “llluminators
and Painters: Artistic Exchanges and Interrelationships,” (this volume).

12. About 400 of these books survive today. 247 in the Bibliothéque
royale de Belgique (Blockmans 1998: 7).

13. See Brussels 1977a. Charles commissioned many fewer books
than his father did; the length of his reign was only a bit more than a
fifth of that of his father. Moreover Philip began commissioning lux-
ury books seriously only at the age of about fifty, while Charles died
when he was forty-four.

14. Both of these books contain texts copied from printed books.
See cat. nos. 96, 120.

15. For examples, see cat. nos. 20, 25, 37, 28, 41.

16. The Madrid Hastings Hours likely includes both entirely orig-
inal miniatures and miniatures based on patterns (see cat. no. 25).
The illuminators of this book and the Voustre Demeure Hours (cat.
no. 20) show how great talents could use strong patterns in highly
original ways.

17. Although illuminators of secular manuscripts had also used
pattern drawings (cf. Van Buren 1983: 57, 61, 65), this was much less
common than it was in devotional books during this period.

18. There he took the courtly, elegant calendar of the renowned
Trés Riches Heures of the duke of Berry, perhaps the most celebrated
cycle of miniatures of the later Middle Ages, and turned it to some-

thing entirely his own— earthy, picturesque, and direct. On the pres-
ence of the Trés Riches Heures in the Netherlands and the artist’s access
to it, sce the biograpby of the Master of James IV of Scotland, part 4,
this volume.

19. Landau and Parshall 1994: 206 —11.

20. On Spanish patronage of Flemish arts and artists, see Yarza
Luaces, in Toledo 1992: 133—50, and Yarza Luaces 1993.

21. Trenkler 1979. Often called the Rothschild Prayer Book, it is in
fact a book of hours.
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22. On this illuminator’s connection to the Hapsburg court of
Margaret of Austria, regent of the Netherlands, see the biography of
Gerard Horenbout, part 5, this volume.

23. Bening appears to have been paid for this manuscript in 1538, as
recorded in the Chambre des Comptes at Lille. See Hulin de Loo 1925:
104-5. It was created following the twentieth assembly of the Order of
the Golden Flecce, convened by Emperor Charles V at Tournai in 1531,
See also Valencia 1999.

24. At his death in 1512 he bequeathed a Virgin and Child by Simon
Marmion to the hospital in Louvain (De Ram 1861, 2: 870).

25. Following our use of the term Flanders (see note 2), the phrase
“Flemish illumination” is used to describe not only manuscripts pro-
duced solely in Bruges, Ghent, or other towns of the county of Flan-
ders but also miniatures and books produced entirely orin part in such
centers as Valenciennes, Antwerp, and Brusscls.

26. Michiels 1845-49, 2: 571-75; Reichhart 18s52; Zanotto 1862;
Forster 1867, Chmelarz 1889; Durricu 1891; Destrée 1894a; Destrée
1894b; Coggiola 1908.

27. De Busscher 1859b; Weale 1864 - 65a; Pinchart 1865, De Buss-
cher 1866; Weal 1872-73a; Ménault 1907.

28. Antoine de Schryver has made a number of significant
identifications of illuminated manuscripts described in the Burgundian
ducal accounts. See, for example, de Schryver 1957; de Schryver 1969b;
de Schryver 1979b; and cat. no. 16.

29. We have not seen the Trivulzio Hours (cat. no. 17), which
came to our attention after the writing of the catalogue was well
under way.

30. Durrieu 1921a; Durrieu 1927, Winkler 1925. Sce also Dogacer
1987a, an attempt to update Winkler 1925; and Cambridge 1993.

31. Smeyers 1998,

32. Brussels 1959.

33. Here we distinguish secular volumes and learned religious
tracts as bibliophile works, in contrast to devotional books, which
appealed to collectors of artistic objects and to collectors of more mod-
est means who might possess no other book than their own book of
hours. The great court bibliophiles collected both, often including
devotional books of great quality.

34. Pidcht 1948; Licftinck 1969.

35. For example, Lieftinck 1969; Van Buren ry75; Brinkmann 1997,
and Brinkmann 1998: 133~ 47.

36. Brinkmann 1997.

37. Paris 1993: 71-103, 389 —92.

38. See also under the biography of the Master of James 1V of Scot-
land, part 4, this volume.

39. Vanwijnsberghe 2001: 25-29.

40. Cf., for example, Charron and Gil 1999.

41. Diirer met with Gerard Horenbout, a member of the Ghent
painter’s guild, who owned property there, in Antwerp. Horenbout
was also the court artist of the regent Margaret of Austria, who resided
in Mechelen (Winkler 1943: 55). The importance of Antwerp in partic-
ular for “Ghent-Bruges” manuscript illumination, also suggested by
the growing understanding of the influential role of the Antwerp illu-
minator Lieven van Lathem, deserves closer study. Sce also under cat.
no. 139.
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ILLUMINATORS AND THE PAINTERS’ GUILDS

SIMON MARMION
Saint Luke Painting
the Virgin (detail, ill. 12a)

CATHERINE REYNOLDS

he records generated by the painters’ guilds are an important source of information

on painters, illuminators, and the relationship between them. Because of religious

upheavals and the long series of European wars fought over the Netherlands, records

and works have survived in a particularly fragmentary and random fashion. Although
books have a much higher survival rate than paintings, surviving documents and surviving objects seldom
mesh. The especially rich Tournai archives survived until 1940, and earlier publications preserve much
material on the painters’ guild there and its members. Because of the relative wealth of documentary
evidence, Tournai is frequently cited in this discussion, based on published records, yet what Tournai
lluminators produced during the century following 1460 seems not to have been of high quality and is not
represented in this exhibition.! When studying guild regulations such as the particularly informative set
from Tournai in 1480, it is important to remember that regulations are framed to achieve a certain state
of affairs and not to record what was actually happening. Although legal records can be a better indicator
of the guilds’ success in realizing their aims, lJawsuits inevitably document conflict and so are unlikely to
reveal the amicable cooperation and fruitful interchange between painters and illuminators that surely
also existed.

Interpretation of documentary evidence is often difficult and sometimes has to remain tentative;
crucial phrases are given in the original language in the notes to this essay so the validity of the transla-
tions can be assessed. This is particularly important for the Confraternity (Ghilde) of Saint John the Evan-
gelist, founded by the book artisans in Bruges by 1454, since it was a religious confraternity honoring Saint
John the Evangelist and not a trade guild, as it is usually represented by art historians. No guilds exclu-
sively for the book trades, embracing scribes and illuminators, are known in the Netherlands in the
fifteenth century, probably because writing and illumination were too widely practiced to be easily sus-
ceptible to the monopolistic control on which guild authority depended. With the exception of Bruges, it
seems to have been only in the second half of the fifteenth century that painters’ guilds attempted to bring
lluminators under their contrel. The Bruges painters” guild, which was challenging illuminators from at
least 1403, was perhaps activated earlier than its neighbors because of the profits to be made from the
town’s flourishing export trade in illuminations and illuminated books.

The trade in illuminations was a particular feature of the efficient production that evolved in the
Netherlands to supply the huge markets at home and abroad for standard devotional texts, particularly
books of hours. Instead of leaving spaces for minjatures on leaves with text, as was done for books not
based on the liturgy (e.g., cat. nos. 54, 60, 62; and see Scot McKendrick, “Reviving the Past: llustrated Man-

uscripts of Secular Vernacular Texts, 1467—1500,” this volume), artists prefabricated miniatures on blank
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Figure 3

MASTER OF JEAN
WAVRIN

Men Reading. In Livre du
comte d’Artois, 14508. Pen
wash on paper, 29.5 X
20 cm (11% X 7% in.).
Paris, Bibliothéque
nationale de France, Ms.
fr. 11610, fol. 1 (detail)

single sheets to be inserted wherever a book’s producer or purchaser wished. So entrenched was this
method of production that even specially commissioned prayer books with specially commissioned minia-
tures usually have the miniatures on inserted leaves (e.g., cat. nos. 25, 37, 41). These single-leaf miniatures
particularly aroused the painters’ concerns because they could be used in other ways, beyond their inser-
tion in books, and so compete with the painters’ market in independent paintings on panel or cloth. Illu-
minated sheets were also specifically designed for independent use. Some independent illuminations were
principally text, some combined text and image, and others were purely pictorial. This last category again
encroached on the painters’ territory.

The expansionist painters’ guilds were confronting illuminators just as printing was gradually
undermining the manuscript book. Woodcuts and then engravings imitated and ultimately replaced
independent illuminations and fulfilled the functions found for single-leaf miniatures outside books;
printers learned how to articulate texts without colored headings and initials and to illustrate them with
woodcuts or metalcuts instead of miniatures. Having previously produced work at all price levels, from
cheap color-washed drawings on paper (fig. 3) to lavish miniatures in gold and expensive pigments on fine
parchment, creative illuminators were driven by the printers to concentrate on the luxury end of the
market, where, for a limited workforce, fame and fortune remained possible. At the other extreme, those
with less talent and ambition could make a modest living coloring prints. The middle market had virtu-
ally disappeared. By the end of the period covered by the exhibition, the printer and the painter had left
little room for the illuminator.

THE PAINTERS’ GUILDS

In 1480 the painters’ guild of Tournai stated that new regulations were required because its
members were suffering from competition from those outside the town and outside the guild who were
selling shoddy products and, moreover, importing works made elsewhere for sale. Good workers were
therefore leaving, and profits that could be made in Tournai were going elsewhere.? These were the con-
cerns common to the trade or craft guilds that had developed in Netherlandish towns from the thirteenth

century. In addition to protecting their members from outside competition—whether from fellow
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citizens, foreigners, or foreign imports—-the guilds tried to eliminate unfair competition between mem-
bers and to ensure a good reputation for their products. Only a master could make and sell on his own
account or employ others to make and sell in his name, and to become a master, it was usually necessary
to be a burgess of the town, to have completed an apprenticeship, and to have paid an entry fee to the
guild. Burgess expresses the terms bourgeois and poorter better than citizen, with its connotations of all mem-
bers of a community, since only the burgess enjoyed full municipal rights, usually participation in gov-
ernment, judicial and fiscal benefits, and freedom to trade. Other dwellers in the town, perhaps the
majority, were described as natives or residents depending on origin. Fees to become a burgess or to enter
a trade guild were usually less for natives of the town or, as in the Bruges and Lille painters’ guilds, for
those who had served their apprenticeship in the guild.> Restrictions on the right to sell were removed or
weakened during the free fairs, annual or twice-yearly events in the larger towns.

Exemption from guild control was open to clerics and to those employed full-time by the ruler.
The Bruges painters’ guild in 1444 exempted from the yearly fee journeymen employed by the duke of
Burgundy, as count of Flanders. (A journeyman was a qualified craftsman working for a master from lack
of finance or inclination to set up as a master himself.) In 1473 the guild accepted that Charles the Bold’s
painter, Pierre Coustain, was exempt from membership.* In Ghent the painter and illuminator Lieven van
Lathem succeeded in obtaining letters from Philip the Good demanding exemption from the balance
of his mastership fee, owed to the guild from 1454, and that the installments already paid should be
returned. The guild agreed in 1459, with evident ill feeling, since Van Lathem and his descendants were
banned from ever becoming members in the future.> While membership offered the advantages of cor-
porate strength and protection, there were balancing disadvantages of regulation and cost. Mastership
would be necessary in every town where the painter wanted to work or sell his work in his own name,
which is perhaps why Simon Marmion, resident in Valenciennes, became a member of the painters’ guild
of Tournai. It was especially expensive to become a master of the Ghent guild, even for a native, who paid
the equivalent of about 288 days” wages of a journeyman painter, whereas in Bruges the full fee was equiv-
alent to about 125 days’ wages.® The practitioners of crafts not controlled by guilds had the benefits of a
freer market to compensate for the lack of protection. While economists still debate whether freedom or
control most favors prosperity, it is clear that Netherlandish artists, whether helped or hindered by the
guild system, were successfully dominating Europe with their products.

The guilds were run by the masters, whose elected officials framed and enforced the guild regu-
lations in conjunction with the town government. Inevitably the masters benefited more than the salaried
journeymen. Self-interest was most blatant in the reduced fees paid by masters’ sons to become masters.
Since it was less expensive for a master’s son to serve an apprenticeship with his father, the incentives for
professions to become hereditary were considerable, as the many dynasties of painters and illuminators
demonstrate. Requirements for becoming a master were central to guild regulations, which usually cov-
ered training and apprenticeship, the employment of journeymen, marketing, and standards of materials
and workmanship. The Bruges painters’ guild seems to have been especially jealous of its rights, even
asserting its authority outside the town when it fought a legal battle to make painters in Sluys observe the
edict of 1441 that limited their numbers. In September 1487 their costly lawsuit had already lasted nine
years and seemed likely to last a lot longer.” This is one demonstrable instance of a regulation being a
misleading guide to what was actually happening.

Although it is usual to refer to painters’ guilds, the painters were never sufficiently numerous to
constitute guilds on their own. They are found with various crafts—allied by materials, tools, or skills—
in combinations that varied from town to town.® In Tournai, for instance, the other major craft was that
of the glaziers, as was the case in Antwerp, Bruges, Brussels, Lille, and Mons; painters were associated with
wood sculptors in Antwerp, Bruges, Ghent, Ypres, and Mechelen. The comparatively new trade of print-
making was included in the Antwerp guild regulations of 1442, while the departure of the Antwerp
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goldsmiths by that year for their own guild enhanced the painters’ importance among the remaining
crafts. This seems part of a general trend. In Bruges the guild of image makers and saddlers was increas-
ingly referred to as the guild of painters and saddlers, once the image cutters, or wood carvers, had left in
1432 for the carpenters’ guild. In 1462 the other crafts in the guild—cloth painters, glaziers, and mirror
makers as well as saddlers—had to call in the town government to stop the painters from monopolizing
the guild offices.® The painters’ predominance is evident in the coat of arms generally used by painters’
guilds—three silver shields on an azure field—and the guilds frequently had as their patron Saint Luke,
painter of the Virgin.

TRADE GUILDS AND CONFRATERNITIES

The guilds fostered their members’ spiritual welfare and expressed their corporate identity by
financing a chapel where masses were offered for the members, living and dead. In Antwerp the painters
were among the trade guilds who contributed to the rebuilding of the Church of Our Lady and by 1442
had there a richly decorated chapel of Saint Luke.'® In Bruges in 1450 the painters’ guild was sufficiently
wealthy to erect an independent chapel near the ducal palace of the Prinsenhof. This chapel of Saint Luke
and Saint Eligius, the patron of goldsmiths, provides striking instances of the integration of Netherlandish
nobles into urban life. In 1455 Philip the Good moved the daily mass for his household there at the request
of the painters and of “some of our very special servants.”!! From 1468 one ducal servant, Guillaume de
Montbléru, councillor and maitre d’hotel of Charles the Bold, was buried there in a handsome tomb, so
an armored knight lay in effigy in a trade guild’s chapel.’? An epitaph commemorated de Montbléru and
his bequests, and he was recorded in the painters’ obituary, as was another Burgundian courtier, Jean de
Montferrand, councillor and chamberlain to Philip the Good and Charles the Bold (see cat. nos. 69, 70).'?
Although de Montbléru commissioned paintings and de Montferrand owned illustrated copies of his own
poetry and of Boccaccio’s Fall of Princes,'* it was probably the chapel’s location that attracted their bene-
factions. De Montferrand’s house, purchased in 1469, adjoined the painters” hall and had an oratory open-
ing into the chapel, presumably reached by a gallery, since it necessitated exterior columns. A similar,
though grander arrangement survives between Louis of Gruuthuse’s palace and oratory and the Church
of Our Lady.?

Some religious confraternities were associated with particular crafts but had a legal identity inde-
pendent of any trade guild. In Valenciennes, where a guild of painters and related crafts existed by 1367,
the painters, embroiderers, and sculptors in 1462 established a confraternity dedicated to the Virgin and
Saint Luke in the chapel behind the high altar of Notre-Dame-la-Grande. Simon Marmion painted the
altarpiece, which is inadequately described as including grisailles that looked like real statues and a candle
that seemed truly to burn.'s Craftsmen who were not united in a trade guild could also form a confrater-
nity. The Confraternity of Saint John the Evangelist, founded by members of the Bruges book trades at
the Abbey of Eeckhout by May 1454, falls within this category: when they founded the confraternity, the
book traders were plying a craft but did not have and did not acquire the status of a trade guild."”

In Bruges ambocht was the usual word for a trade guild. The painters’ guild allocated its fees
between the ambocht, meaning its professional functions, and the gilde, meaning its religious functions. In
1457, to ensure the funding of the Confraternity of Saint John, those plying the book crafts—that is,
scribes, illuminators, bookbinders, and painters of miniatures— obtained a ruling from the town govern-
ment that in future all practitioners of these crafts must become members of the confraternity.!® From
about 1470 Saint Luke was being honored as a copatron, perhaps indicative of the influence of the illumi-
nators within the confraternity. Successful lawsuits extended obligatory membership to those dealing in
printed books in 1489 and to schoolteachers in 1557.1° Despite the obligatory membership, the confrater-
nity had none of the regulatory functions of a trade guild, so that the court lluminators Dreux Jean and

Philippe de Mazerolles apparently enrolled willingly, in contrast to the court painter Pierre Coustain’s
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successful refusal to join the painters’ guild. Although all those in the book trades had to belong, members
were not necessarily masters of a trade guild, and so no qualifications for mastership were laid down, just
as apprentices had to join without there being any rules on apprenticeship as such. In 1532, when Jan van
Dale was prosecuted for not paying two apprentices’ dues, he argued that they were not true apprentices
since they had brought no premium and had not been placed with him by a responsible adult. His defense
was not questioned, but he was ordered to pay anyway because the sum was not large and it was all for
divine service.? Trade guilds kept records of apprentices because it was essential to certify that appren-
ticeships had been duly served to establish eligibility for mastership. The confraternity clearly had no
official records of apprenticeship, which would have settled the question, only records of what dues had
been paid to fund its chapel and its services.

Anyone could join the confraternity by paying the appropriate fee, including Philibert Poitevin,
“barber of my lord of Montferrand,” in 1471-72.%* While Poitevin possibly shared de Montferrand’s inter-
est in books, he perhaps acted from devotion to Saint John, since he paid only a half fee. By the sixteenth
century the nonprofessionals were being termed “brothers of devotion™ or “of grace,” at the half fee also
required of women, but it is clear that the category, if not the name, had existed much earlier.?2 The dis-
tinction between the two sorts of membership did not make the professionals a trade guild. When the
Bruges painters complained about the book men in 1457, the dispute was not between the officials of two
trade guilds but between, on the one side, the officials of the painters’ guild and, on the other side, Maurice
de Hac “and others practicing the book trades, as scribes, illuminators and makers of little pictures in
books or rolls,” a necessary circumlocution because there was no corporate body of book traders equiva-
lent to the painters’ guild. Indeed, during this lawsuit, the book traders successfully submitted to the alder-
men that the book trades were a poorters neeringhe—that is, a craft free of regulation by a trade guild, for

which the only qualification was to be a poorter, or burgess.??

ILLUMINATION OUTSIDE THE GUILDS

Iuminators remained largely outside guild control until the second half of the fifteenth century,
and several reasons for this can be suggested. In the Netherlands, where levels of literacy were exception-
ally high, no attempt seems to have been made to regulate scribes through trade guilds. The techniques
and materials of writing were too widespread to be easily brought under control. Even in 1463 the Ghent
painters’ guild accepted that those who used the pen, not the brush, were free of guild regulation, and in
1510 the Lille illuminators successfully asserted that illumination was not a controlled craft and that illu-
minators had never come under the painters’ guild.?* When colored letters or decoration were more
important than spacing for differentiating the various sections of a text, anyone writing, amateur or pro-
fessional, would have found illuminating skills desirable and useful, without necessarily aspiring to paint
minjatures. Furthermore, the techniques of writing, and its attendant illumination, were not easily sepa-
rated from creative scholarship or literary activity. In 1450 Jean Miélot’s service to Philip the Good was
summarized as making translations, then writing and illustrating them —that is, the entire production of
a book, not just its composition. Although Miélot seems never to have worked on anything more ambi-
tious than sketches for minjatures, he declared on the preparatory copy of one of his works that he had
made the translation, then illustrated it and flourished the letters with his own hand.#

Had any guild tried to force membership on Miélot, he could have resisted on two grounds: not
only was he in ducal service, but he was also a cleric. Clerical exemption from guild control was an impor-
tant factor in the relative freedom of the book trades. Religious houses were still major centers of schol-
arship and commercial book production in the fifteenth century. The Convent of Sion in Bruges, founded
in 1488 for Carmelite nuns, provides one example. The products of the nuns skilled as scribes was
enhanced when the illuminator Margriet Sceppers began decorating a gradual “out of charity” and also

taught illumination to Cornelia van Wulfschkercke, a resident since 1495 and a nun from 1501 until her
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death in 1540. Cornelia passed on her skills to another sister, and books were written and illuminated “in
house” for the convent’s own use and for other patrons (as a new foundation, Sion needed sources of rev-
enue).?s Many secular clergy, those not within a monastery or convent, supplemented their libraries or
incomes by writing and illuminating. In the university town of Louvain in 1452, a woodblock cutter argued
that he should not be forced into the joiners” guild because his craft of printing letters and images
belonged more to the clergy; he lost, since other block cutters had enrolled, but his claim won him exemp-
tion from the entry fee.?” Clerics could choose to join a guild so they could enjoy the benefits of mem-
bership and avoid the resentment of members. In Tournai the priests Jean du Buret, Alexandre David, and
Guillaume Godefroy became master illuminators in 1464, 1471, and 1488, respectively, and Godefroy reg-
istered another priest as an apprentice.?

ILLUMINATORS AND PAINTERS

Compared with other forms of painting, illumination was more easily learned and more widely
required. Across Europe more manuals have survived for illumination than for other painting techniques.
This is probably a result not of arbitrary destruction but of the impracticality of putting the complexities
of oil painting into a teach-yourself manual. Moreover, few would have needed, or attempted, to learn in
such a way.?” The relative complexity of illuminating and painting techniques is demonstrated by the
lengths envisaged for apprenticeships as guilds began to devise regulations for illuminators: in Brussels
and Tournai it took four years to become a painter and two to become an illuminator.*® A painter would
inevitably have acquired the skills to allow him to illuminate, using gum and glair for colored sketches and
designs, whereas someone trained only in illumination might not be equipped to work in the demanding
medium of oil. Gerard Horenbout, active as a painter and illuminator, took on an apprentice specifically
to learn illumination, only one part of his master’s skills.?' Technically, illumination represented only one
aspect of the painter’s craft, but the survival of many more illuminations than panel paintings has dis-
torted knowledge of their relationship.?? Although the possibilities for innovation were the same in all
media— oil on panel or wall, glue size on cloth, or gum and glair on parchment—it was oil that offered the
greatest potential for the exploration of tone, one of the key developments in early Netherlandish painting.

According to most regulations, only full masters of a painters” guild could paint in oil or sell oil
paintings. In Ghent in 1441 a Jean Le Tavernier, who may have been the illuminator from Oudenaarde, had
to pledge that he would not undertake works of painting in the town without joining the painters’ guild.??
In 147778, when the illuminator Willem Vrelant presented an altarpiece to the Bruges Confraternity of
Saint John, he did not paint it himself but instead commissioned it from the painter Hans Memling. In 1499
the abbot of the Eeckhout carefully stipulated that, if the altarpiece were ever removed, it must be
replaced by another oil painting.>* If Simon Bening indeed produced panel paintings in oil (see cat. no. 142),
he either had to contract his services to a master painter or run the risk of being brought before the Bruges
authorities to be fined by a painters’ guild that was demonstrably ready to protect its privileges. Bening
may have taken the risk or been able to exploit the relaxed trading regulations applying to fairs; it is hard
to imagine someone who had achieved wealth and status as an illuminator letting a master painter take a
percentage on his work in a different medium.

There were people engaged in both illuminating and painting, but the balance of their activities
is hard to ascertain from the fragmentary records. The apparently disproportionate representation of illu-
minators among the court painters reflects either the fuller documentation available from the court or the
particular demands of court service, where illuminators could provide more than books. Court painter-
illuminators often headed teams of artists in the preparation of festivities or the heraldic trappings of court
and battlefield, so colored designs employing illuminating techniques may have been a vital part of their
work. In addition, painters were often required to design for other media. The painter-illuminator Jean
Hennecart, for instance, was paid by Charles the Bold in 1457 for designs for an elaborate gold cross and
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two alternative designs for a silver falcon and, in 1470, for thirty alternative designs for coins, from which
the duke selected four to be worked up in color and delivered to the mint. With Pierre Coustain, not
known as an illuminator, Hennecart supervised the huge team of artists recruited from all over the
Netherlands to prepare for the fantastically lavish celebrations at the marriage of Charles and Margaret of
York in 1468. With both court and other painter-illuminators, payments do not prove authorship, only
responsibility. In addition to taking an apprentice in illumination, Horenbout, a full master in the Ghent
painters’ guild, took on a journeyman for four years specifically to illuminate. The master himself need
not have worked in both forms of painting if he could employ the necessary specialists. When Horenbout
entered the service of Margaret of Austria, governess of the Netherlands, in 1515, he remained based in his
own workshop in Ghent, where he could continue to offer the range of painting that had presumably
helped to attract her patronage.?

The range of Horenbout’s activity may have been unusual by the fifteenth century in larger towns
with the markets to support specialized workers. If so, the existence of illuminations and panel paintings
in the style of the Master of James IV perhaps encourages his identification with Horenbout. Jean Molinet,
a contemporary of Simon Marmion, apparently thought his versatility noteworthy, recording books, pan-
els, “chapels” (perhaps mural paintings), and altars among his works.?” That most painters were not much
concerned with illumination in the fifteenth century is suggested by the fact that the known apprentice
lists for Tournai show only six illuminators apprenticed to painters, of whom two were with Mille
Marmion, who perhaps shared his brother Simon’s versatility. At least twenty were apprenticed to master
illuminators.?® In Bruges in 1457 the painters’ guild did not refute the book traders’ assertion that none of
its members was engaged in making pictures for books. This marks a notable change from 1426, when, of
the sixteen makers of images for books, three or four were members of the guild, among them the dean,
Jan Coene, who had made miniatures for years before joining.* They may have become members to prac-
tice other forms of painting, or they may have remained specialist illuminators.

Masters were usually admitted to a guild for a specific craft, and in 1491 in Amiens, where painters
and illuminators were among the craftsmen obliged to join, they were explicitly restricted to the craft for
which they had been admitted.** Some crossover was allowed in the Bruges painters’ guild, since a master
could practice another craft but could not employ others to do so and could not display such works for
sale; prosecutions show that these restrictions were enforced.*’ Some guilds gave limited rights in a craft
for a reduced fee, as the Bruges guild envisaged when it claimed in 1426 that all makers of miniatures
should be “free” or “half-free” of the guild, presumably paying either the full fee for full master’s rights or
a half fee for limited rights to illuminate. The guild did not succeed in forcing membership on illumina-
tors, although the town government did require that all makers of miniatures should register a mark for
their products with the painters’ guild for a single payment.* This arrangement was unusual, for in other
towns illuminators were increasingly listed among the craftsmen expected to join the painters’ guilds, usu-
ally at a lesser fee: in Brussels from 1453 the fee was reduced by half, in Ghent from 1463 by three-quarters,
and in Tournai from 1480 by about two-thirds. Although the 1480 Tournai regulations were reported
largely to repeat those of 1423, the first known illuminator enrolled only in 1431; before 1480 membership
may, as in Bruges, have been possible but not obligatory for illuminators.*?

The Tournai regulations established a hierarchy of painters: those able to practice all forms of
painting, who paid five Tournai pounds if they had been trained in the town and seven Tournai pounds if
trained elsewhere; the illuminators, playing-card makers, painters on paper (whose work perhaps con-
sisted largely of coloring woodcuts), and makers of polychromed paper reliefs, who all paid two Tournai
pounds; the painters of toys, parrot perches, and flowerpots, as well as housepainters, who paid one Tour-
nai pound.* No provision for a lower fee for illuminators is evident in Antwerp, where illuminators as a
class first appear in the preamble to the establishment of the guild chapel in 1442* or in the founding guild

regulations of Mons in 1487 and Amiens in 1491, which both required membership of illuminators.*¢ Even
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when membership was officially essential, it was probably only large-scale operators who were made to
enroll. The one attempted enforcement recorded for Antwerp involved a scribe in 1462 who was not illu-
minating himself but buying miniatures for books and employing illuminators.#” In Ghent in 1464 the
painters’ guild successfully challenged a scribe, Gerard van Crombrugghe, who had been importing
miniatures as well as having them made.*® In Bruges in 1457 the painters unsuccessfully claimed that the
right to illuminate was strictly personal: an individual could make and sell his own work but could not
employ anyone else. The aldermen accepted the book traders’ reasonable riposte that without appren-
tices the craft would die and that all craftsmen had to employ assistants to meet demand.*®

The lower fees presumably reflected the expected profitability of illumination in relation to paint-
ing, as well as its restricted techniques and materials, although illumination could bring wealth and fame,
as shown by both Simon Bening and his daughter Levina Teerlinc. Both the likelihood of lesser rewards
and ease of practice are possible factors in explaining why more female illuminators than painters are
recorded: illumination could be practiced at home without assistants and never demanded unfeminine
adjuncts such as trestles and ladders. Although the Tournai guild specifically allowed for female appren-
tices in general, it seems that women usually learned the full craft of painting only if they could do so
within the family. Many towns provided fourteenth- and fifteenth-century precedents for the painter
Katharina van Hemessen, born in 1527/28, who was trained by her father, Jan Sanders van Hemessen.
After the general clauses on apprenticeship in the Tournai regulations, the feminine form is added only
for the two categories of painters who paid lower fees. They were all banned from working in oil and,
except for the illuminators, restricted to cheaper pigments. Illuminators could use fine colors and gold and
silver. The masters in these two categories were envisaged as employing journeywomen as well as jour-
neymen, and reduced fees for mastership are specified for the sons and daughters of masters; full masters
of painting were conceded special rates only for sons and sons-in-law.*® As was so often the case, it was at
the potentially less lucrative end of the market that women were expected to be active.

The first woman to appear in the Antwerp guild lists, which survive from 1453, is an illuminator,
Magriete van Mere, in 1470.5' The lists of the Bruges Confraternity of Saint John show many female illu-
minators and female apprentices learning with both women and men, including leading illuminators such
as Mazerolles and Vrelant.”? One female illuminator lived in the béguinage of the Wijngaerde.*? (Béguinages
were communities of women who lived in chastity to further spiritual improvement but retained their
own property.) During the fifteenth century the houses of the Sisters of the Common Life also became
centers of female education and commercial activity. As the case of Cornelia Wulfschkercke shows, reli-

gious communities of all types were important sources of instruction and opportunity for women.

THE PAINTERS GUILDS AND INDEPENDENT ILLUMINATIONS

Bruges was the center of a huge export market, and the sheer number of book traders there helps
to explain their partial success in resisting the encroachments of the painters’ guild. The legal records gen-
erated by the conflict between the book traders and the painters offer some insight into the painters’ anx-
ieties, particularly over who should profit from producing and dealing in single-leaf miniatures, arguably
part of the guild’s remit of image making. In the first dispute to emerge, in 1403, the guild procured a rul-
ing that scribes and book dealers, who could not themselves paint, should not contract with purchasers
to provide miniatures. In 1426 the guild complained that this was continually contravened by the book
dealers, who were, moreover, importing miniatures from Utrecht and elsewhere, which were sold in the
town both with and without books— that is, bound into books and as loose single leaves. In response, the
town government decreed that, as the guild demanded, miniatures could be sold only in books or rolls
and single-leaf miniatures were neither to be exhibited for sale nor imported; home products would bear
identifying marks, which the illuminators would register with the guild. Like many regulations, this seems

to have been erratically enforced. Given the volume of Bruges production, marks occur on surprisingly
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few miniatures, and in 1457 the book traders could claim
ignorance of the requirement. The first surviving list of
marks, from 1501, includes Simon Bening’s, which has
yet to be found on any of his works.>*

The miniatures “without books,” or single-leaf
miniatures, which challenged the painters” own produc-
tions most closely, were the guild’s overriding concern.
The nature of the challenge is less clear. In 1426 the guild
could be seen as acting in the interests of its illuminating
members, but this was not the case in 1457, when it sued
the book traders for breaking the 1426 regulations. In
1457 the assertion that no guild member made minia-
tures went undisputed. The book traders further
claimed that far from importing single-leaf miniatures,
they were actually exporting, to Ghent, Ypres, Antwerp,
and elsewhere. In other words, they were fostering, not
depressing, production in Bruges. The emphasis in the
disputes on exhibition for sale suggests that the painters
feared that the illuminators were attracting purchasers
away from their own products. They cannot have been
pleased when the aldermen confirmed the provisions of
1426 with the important change that independent minia-
tures made in Bruges, and marked to prove it, could
now be displayed for sale >

The same concern with independent minia-
tures and their exhibition for sale is evident in regula-
tions made by the Ghent painters’ guild. In 1463 the
Ghent guild obtained a ruling in a dispute with an illu-
minator that narrowly defined the rights of illuminators in language that has been variously interpreted
since it appears to leave them virtually nothing to do. It can be paraphrased as follows: whoever illumi-
nates beyond the use of the pen, that is, with the brush, must pay a quarter fee to the guild; such an illu-
minator will be able to make and illuminate all that one does not put or shut in missals and other books;
if an illuminator wants to exhibit work for sale or to work more widely in the craft in any way, he must
pay the remaining three-quarters fee for full mastership.’® In Bruges the phrase “little pictures to put in
books” was routinely used in the lawsuits to describe single-leaf miniatures; in 1522 Simon Bening gave the
Confraternity of Saint John a Crucifixion “to put in a missal.”?” All that one does not put in missals and
other books, therefore, signifies the opposite of a single-leaf miniature: illumination that is integral to the
volume. The same is probably meant by what is not shut in missals and books, since what is shut, as
opposed to put, or bound, is presumably loose, unbound leaves like those spilling from a book and its bag
in Quentin Massys’s Saint Anne Triptych of 1509, in which an infant apostle pretends to read by holding a
text leaf sideways (fig. 4). Prayer cards and pictures are still kept in prayer books, and this was probably a
widespread function of independent illuminations and single-leaf miniatures. A quarter fee allowed the
lluminator to paint in books but not to compete with the painters’ products by exhibiting for sale and
making single-leaf miniatures and independent illuminations.

When, in 1464, the scribe Gerard van Crombrugghe was charged under the 1463 ruling, his main
defense, that he had been selling illustrated books and not dealing in single-leaf miniatures, was presum-

ably deemed the central issue.’® The admittedly scanty evidence, reviewed above, suggests that the
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regulations on illumination were actually invoked only against entrepreneurs like Van Crombrugghe. The
Ghent guild may well have tolerated illuminators profiting from their own work beyond the limits
imposed by the quarter fee. The tentative identification of Alexander Bening, Simon’s father, with the
Master of the First Prayer Book of Maximilian is not made impossible by the apparent incompatibility
of Alexander’s enrollment in the guild at a quarter fee and the Maximilian Master’s production of single-
leaf miniatures.

The Tournai guild in 1480 attempted to draw up a detailed definition of “all the work of illumina-
tion,” which could be made by those paying the lesser fee for illuminating rights. llumination included
miniatures, borders, illuminated and flourished initials, and gilding books. Although the full range of fine
colors and gold and silver were open to illuminators, supports were restricted to paper and parchment.
The size of an illumination was limited to nine or ten pouces in height (approximately 24.3 to 27 cm [9% to
10% in.}), and illuminations had to be in books or on other things with writing.” Independent illumina-
tions were thus permitted but under restrictions that made them more distinguishable from other inde-
pendent paintings. The article on illuminators is not immediately followed by the orderly sequence of
playing-card makers, painters of paper, and painters of molded paper, as might be expected. The next
article interrupts the sequence by banning those who are not master painters or glaziers from producing
“tables”™—no modern term covers the same diversity of forms of image— of painted glass, mounted in
wood or otherwise.®® What is an interpolation, in terms of materials, follows logically in terms of the
guild’s concerns about independent images that rival those of the full masters.

This interpretation is confirmed by the recently published documents on the Lille painters’ guild.
In 1510 the guild tried to force illuminators to join because they were making “tables” by the dozen and
sending them for sale “in baskets.” The town authorities responded by banning the illuminators from
making or gilding “tables,” from gluing their “images of illumination,” presumably to panels, and from
selling “tables,” whether by the dozen or otherwise. Only if illuminators violated the new ruling would
they have to join the guild. The illuminators could continue to illuminate outside the guild, as long as they

produced wares that did not emulate those of the painters.s!

VARIETIES OF INDEPENDENT ILLUMINATIONS AND SINGLE-LEAF MINIATURES

The painters” guilds were worried by independent illuminations never intended for books as well
as by single-leaf miniatures “with or without books” by the purchaser’s choice. Truly independent paint-
ings on parchment or paper in the illuminators’ media of gum and glair date from at least the thirteenth
century: the Beguine Beatrice of Nazareth from Tienen, in Brabant, who died in 1268, had a crucifix
painted on parchment.®? Yet independent illuminations have received little attention outside the context
of Nonnenarbeit, the often amateurish productions of German nunneries.s* Their existence in the Nether-
lands before around 1500 is seldom credited since attention has focused either on the extant examples or
on their role in the prehistory of collecting manuscript cuttings.5* Earlier independent illuminations have
usually survived only by ceasing to be independent through being mounted in books, as with the sheets
added during the fifteenth century to the prayer book of Philip the Bold, among them a striking parallel
to the leaf with the Holy Face depicted by Petrus Christus in his portrait of a young man in the National
Gallery, London (fig. 5).% Books also preserve parallels to the leaves “to be shut in a book” shown by
Massys (see fig. 4).%° When the few survivors are considered alongside other visual and documentary
evidence, some deductions can be made about this almost vanished art form that so concerned the
painters” guilds.

It is instructive to compare the depicted leaf with the Holy Face with another version of the same
subject by Petrus Christus in oil on parchment, once securely glued to a panel (ill. 4). These suggest that
Tournai’s notions of what constituted an illumination were shared elsewhere. The depicted illumination

shows the Holy Face above text, a long verse prayer to be said in front of the image; inscriptions on the oil
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were apparently limited to a signature. Without very minute examination, the oil on parchment would

have been indistinguishable from a panel painting, whereas the parchment of the depicted illumination
remains obvious. The sheet has been nailed to its panel support through a red ribbon, which then acts as
a frame, a convention employed for cloth but not panel paintings.” Many depictions of interiors, both
ecclesiastical and secular, include such mounted sheets where the centralized layout, not weighted to the
exterior margin as the recto or verso of a leaf, shows that the leaves were never intended to be bound in
books. The independent sheet affixed to the wall at the right in the eponymous panel by the Master of the
Saint Catherine Legend of about 1485 (fig. 6) is even more emphatically centralized. The indentation of the
miniature is more extreme and is emphasized by the trimming.% This leaflooks glued to its board, which,
like that of the young man’s Holy Face, hangs from a hole in the top projection; otherwise its molded
wooden framing is closer to the conventions for panel painting. It is hardly surprising that the Lille
painters’ guild thought the producers of such “tables” should come under its control.

Specifically independent illuminations could cover a wide range of formats and functions. In
many, illumination served text: informative sheets for public buildings, for instance, or liturgical or didac-

tic texts for churches. In 1505, when regulations for the Great Council at Mechelen were written on two
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Figure 7
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sheets of parchment, illuminated, and then mounted on panels to be hung in the council rooms, conven-
tions were sufficiently established for the joiner to be paid for doing so in the customary fashion.® For
short texts, mounted sheets were probably a cheaper way of ensuring safe accessibility than the binding
and chaining or caging of a book. To the left of the church interior of Van der Weyden’s Triptych of the
Seven Sacraments (fig. 7), a ribbon-framed leafis seen on a pier, and a caged book is set against the screen.
Two large “tables,” made “for the instruction of all Christian men and women of whatever rank,” with
the text of Jean Gerson’s Doctrinal were put up by Matthieu or Regnault de Bapaume, bishop of
Thérouanne from 1404 to 1414, in his cathedral, on the outer side of the choir enclosure. The bishop’s
intentions were fulfilled beyond his imagining when his benefaction, directly or indirectly, provided the
text of the incunable printed in Bruges by Jan Brito.”® The two “tables” might have formed a diptych; a
late-fifteenth-century Austrian diptych of two illuminated sheets with indulgence prayers mounted on
wood survives in the Metropolitan Museum of Art, New York.”? In some, text and image might play a
more equal role. For the Church of Our Lady, Antwerp, in 1474, Lieven van Lathem was paid for a “table”
with the Incarnation. Since this involved writing and flourishing, the table was presumably an illumina-
tion.”? Touching a combination of words and image was usually required for oaths, a very specific func-
tion for some illuminated sheets.”? Parchment could be used for records of burials and endowments,
although brass plaques were more durable and more common. In 1463 the tablet in Cambrai cathedral
with the arms of Pierre d’Ailly, bishop from 1397 to 1411, was renewed by a scribe and illuminator.”
Specially commissioned combinations of text and images are most likely to have generated writ-
ten records than sheets produced for the open market. The speculative production of single-leaf minia-
tures, whether exclusively or potentially for independent use, is indirectly documented by the anxieties of
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the painters’ guilds. Their determined efforts to limit their display for sale-—the 1457 lawsuit in Bruges was
prompted by the guild’s attempt to fine book traders for exhibiting unmarked miniatures for sale—sug-
gests that they feared that buyers wanting an image might settle for an illumination instead of a panel or
cloth painting. Before border decoration defined the intended destination of a miniature —asymmetrical
for a book, omitted or symmetrical for independent use —a miniature could be deployed however its pur-
chaser wished. If not eventually placed in a book, its chances of survival were minimal, and it is impossible
to know how many miniatures suitable for books were diverted to other functions. Inevitably, the first cer-
tainly independent miniatures can be discerned only because they were designed to be independent, like
the sheets associated with the Master of the Liibeck Bible (cat. no. 113) or the triptychs associated with
Simon Bening (e.g., fig. 9 and cat. no. 157).

What must have been earlier diptychs or polyptychs of illumination were owned by Philip the
Bold in 1367 and by his brother Charles V of France in 1380.7° Jan van Woluwe in 1384 may have illuminated
a diptych or triptych for his employer, Joanna, duchess of Brabant, and a “table” for Joanna to give to
Philip.”® In 1516 Margaret of Austria owned, among many independent jlluminations, “a little table of an
Our Lady and of Madame de Charolais of illumination put in a case together,” which presumably dated
from before the death in 1465 of the last Madame de Charolais, Isabella of Bourbon.”” Some idea of its
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Figure 9

SIMON BENING

AND WORKSHOP

Virgin and Child with
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Barbara, ca. 1520.
Tempera on parchment
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(9% X 7%in.); left wing,
24.8 X7 cm (9% X 2% in.);
right wing, 24.2 X 7 ¢cm
(9% X 2% in.). Houston,
Museum of Fine Arts,
Edith and Percy S. Straus
Collection, inv. 44.529

possible appearance can be gained from the miniatures incorporated in the binding of the Prayer Book
of Philip the Good, now in Vienna (fig. 8).7® Since the framed miniatures appear to date from the 1430s and
the book from about 1450, it is possible that Philip already owned the miniatures as a diptych. The broad,
molded frames correspond to those often represented around single sheets (see fig. 6). Arguably, the sur-
viving sixteenth-century illuminated triptychs without text follow an established format (fig. 9; see also
fig. 15 and ill. 157), and earlier single-leaf miniatures could have been mounted for independent display.

Antecedents can also be deduced for the illuminated portraits in Margaret of Austria’s collection
by 1516.” The Rhineland mystic Henry Suso had a picture painted on parchment of the Eternal Wisdom,
Christ, whom he had chosen as his beloved, which went with him to Cologne in the 1320s.%° Much of
Suso’s devotional practice, which was extremely influential in the Netherlands,® was a repetition of
the rituals of earthly lovers, suggesting that portraits of the beloved may already have been fashionable in
the Rhineland; in Provence, Petrarch’s portrait of Laura by Simone Martini on paper or parchment may
be exceptional only in being recorded.®? The 1471/72 inventory of René of Anjou’s chiteau at Angers lists
a parchment roll with the portrait of the queen of Sicily, presumably René’s second wife and beloved
by convention, Jeanne de Laval.? René’s chief painter and illuminator was the Netherlander Barthélemy
d’Eyck. In the sixteenth century illumination was the accepted technique for portrait miniatures (e.g., cat.
nos. 153, I61).
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A folding triptych or diptych resembles the sheltered environment of a book, which allowed illu-
minators to use pigments derived from light-vulnerable dyes and the less resilient media of gum and glair.
A displayed single sheet was difficult to protect. The nature and expense of crystal probably largely
restricted its use to illuminations incorporated into metalwork. Glass was possible only for small works,
like the little image under glass of the Sweet Name of Jesus by Cornelia Wulfschkercke in the Convent of
Sion in 1537.% An illuminated triptych attributed to Simon Bening (see fig. 9), now in the Houston Museum
of Fine Arts, was reported to have been in about 1855 “in a sixteenth-century frame protected by talc” (i.e.,
hydrated silicate of magnesium, although the term was also used loosely for mica).®* Unprotected, Petrus
Christus’s depicted leaf with the Holy Face (see fig. 5) already has a curling corner, to the apparent uncon-

cern of its owner, who could always reuse the wooden panel for a new sheet.

INDEPENDENT ILLUMINATIONS AND PRINTS

Parchment and paper were cheaper supports than a panel prepared with a chalk ground, and illu-
minators could work economically in cheaper pigments, quickly applying thin washes of color instead of
creating the elaborately finished paint surfaces deploying fine pigments and precious metals, llumination
in cheaper pigments was suitable for ephemeral images. In 1477 the Abbey of Saint Waudru at Mons paid
Jehan Kenon for painting images of its patron on half sheets of paper to be attached to abbey buildings to
deter military arson.®® The saint’s image would act as an identifying badge, like a coat of arms. The repet-
itive nature of much heraldic work made it an obvious area for prints to replace hand-drawn illumina-
tion."” Without a preexisting market for cheaper images on parchment and paper as well as cloth, there
would have been little stimulus to mass-produce them through printing. The relationship between inde-
pendent illuminations and prints is encapsulated in the random accumulation of objects preserved under
the woodwork of the choir and summer refectory of the nunnery at Wienhausen in Lower Saxony. Thirty-
five miniatures on parchment or paper, dating from the mid-thirteenth century onward, were found
alongside twenty woodcuts dating from the late fourteenth century onward, together with a few metal-
cuts and engravings. Some of the miniatures had been glued to oak panels, and one prayer sheet had been
tacked to its panel through a framing strip of leather.®® Similar deposits are unlikely to survive in the
Netherlands, where few religious houses have escaped devastation by warfare or reform.

As would be expected, woodcuts drew on the conventions established by independent illumina-
tions, in particular the centralized layouts and the incorporation of texts. With the introduction of the
more expensive and refined technique of engraving, which made less use of text, prints came to be avail-
able across a range of prices, from the crudest woodcuts to elaborately colored and gilded engravings, mir-
roring the scale from outline drawings to lavishly finished illuminations. When makers and owners of
books sometimes added prints to manuscript books, they made a choice that was presumably already
familiar from their treatment of handmade images. Sets of engravings may have been inspired by sets of
illuminations so that there could have been much earlier precedents for the set of illuminations associated
with the Master of the Libeck Bible, which have the centralized, symmetrical layout and inscriptions
appropriate to independent illuminations (e.g., cat. no. 113). As with Simon Bening’s Stein Quadriptych
(cat. no. 146), their original arrangement is unknown; possibly they were not formally arranged but kept
loose to be viewed in whatever combinations were desired, just as Isabella of Castille kept in a cupboard
forty-seven little panels in oil by Juan de Flandes and Michael Sittow.*

In written records, it is often impossible to know whether illuminations or prints are meant.
While the “one leaf” bequeathed by a Tournaisienne in 1303 was probably an independent illumination,
the “painted papers” supplied by a Ghent painter in 1404—5 could have employed printed designs.*! In
Dutch, as in German, various forms of the term brief, originally indicating any two-dimensional image
on paper or parchment, not necessarily with text, were eventually restricted to prints by the sixteenth

century, with Dutch increasingly using forms of the term prenten. When the musician Richard de
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Bellengues died in 1470 in Brussels, he had hanging on the walls of his dining room a portrait on panel, a
vernicle, and many other “briefkens ende beschreven berdekens.”?? The berdekens are little panels,
described as beschreven, literally “written,” but also meaning “painted,” suggesting that the briefkens too
deployed imagery. The briefkens were probably small, although diminutive forms are not reliable indica-
tors of size, and may have been prints, probably colored, or entirely handmade sheets. The fact that a
more precise vocabulary was not immediately required is indicative of the ease with which prints took
their place alongside, and then supplanted, an existing form of imagery.

The imprecision of language is particularly frustrating when trying to assess the impact of inde-
pendent illuminations on the export trade. Few records are as clear as the Lille dispute of 1510, when the
painters’ guild complained of the illuminators making “tables” by the dozen and sending them for sale in
baskets as far afield as Paris. The “tables” are subsequently termed “images of illumination.” Entire books
of hours were made in quantity for the English market, and the English customs rolls between 1404 and
1485 reveal imports from Antwerp of loose sheets, possibly handmade images as well as prints.* Similarly,
Netherlandish miniatures made their way into Italian books,** and the Roman customs records show
imports of pictures on carta, paper or parchment, by the bundle, particularly of the Virgin; “Germans,” a
term that included Netherlanders, were heavily involved in the trade.®> Some painted carte may have been
of considerable quality and ambition. Alessandra Strozzi, writing from Florence in 1460 to her son in
Bruges, first described pictures he had sent as painted carte and then had to correct herself to panni, cloths;
among them were an image of a peacock, an Adoration of the Magi, and a Holy Face.*¢

PRINTERS, PAINTERS, AND ILLUMINATORS

The vigilant painters’ guilds were alert to the dangers of competition from prints. In 1447 the
Bruges painters’ guild obtained a ruling that nonmembers could not use oil, gold, and silver for coloring
prints but must instead use watercolor, water vaerwe.®” Their intention was presumably to prevent any
“painting by numbers” challenge to their oils, although an example survives in the National Gallery, Lon-
don, in which a print on paper from Martin Schongauer’s engraved Entombment long remained undetected
between a panel and a Bruges-style oil painting.”® The 1510 regulations of the Lille painters’ guild, which
to an unknown extent repeated earlier rules, obliged “makers of colored works on papers” to pay an
annual fee and banned them from using fine gold, fine blue, and other fine colors. By 1520 the Bruges guild
was no longer content to allow colorers of prints to remain outside its control since, the guild claimed,
print colorers had to join the painters’ guilds in Brussels, Mechelen, Ghent, Tournai, and many other
places. It was again a large-scale entrepreneur who had attracted the painters’ wrath, since the challenge
in this case was against someone directly employing painters’ journeymen to color prints and thereby
depriving master painters of their cut as middlemen. The guild argued, albeit unsuccessfully, that print
colorers, who used “thin” colors, could not claim exemption from the guild as illuminators, since illumi-
nators used exclusively “thick” colors.” The gum washes employed for prints had actually been adopted
from the conventions for low-cost illuminations, also usually on paper. Such a division between prints and
illuminations was only possible once printing had priced illumination out of the lower end of the market,
reducing its clientele to the upmarket patrons who had always been willing to pay for quality.

The illuminators and the print colorers were not the only artisans to suffer from the jealous atten-
tions of the painters” guilds. In the same lawsuit the Bruges guild tried to force membership on makers of
cartoons for tapestries and embroideries. The Tournai guild had regulated to control designing in 1480,
and the Brussels guild had achieved, at least on paper, a virtual monopoly over tapestry cartoons in 1476.1%°
Earlier, in the 1450s, the Brussels guild had secured very favorable terms for painters at the expense of
wood carvers in the marketing of polychromed altarpieces.’® The painters’ monopolistic instincts
encouraged the process of definition that replaced the broad category of “tables,” covering many art

forms and combinations of art forms, with the more narrowly defined “pictures,” which owners increas-
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ingly expected to hang on their walls. Little scope was being left for independent illuminations, apart
from portrait miniatures, and they, like most surviving independent illuminations, conform closely to
panel paintings in type. The surviving examples inadequately represent the earlier conventions for inde-
pendent illuminations, which saw them frequently, indeed in Tournai compulsorily, associated with texts.
The conventions for prints developed from, and then interacted with, those for independent illumina-
tions; eventually prints usurped the place of illuminations in the market. Printing also undermined the
chief function of single-leaf miniatures, as their insertion in books became an impractical procedure with
the increased pace and quantity of book production. In printed books, illumination and even the hand-
coloring of printed decoration eventually became exceptional. Thus the printers were eroding demand
for illuminated books and independent illuminations at the same time that the painters were extending
their jurisdiction.

The painters’ guilds were not trying to suppress illumination. On the contrary, what they wanted
was some control over its profits, while limiting competition with their own products. They resented
scribes and book dealers making money from illuminations, which were reasonably perceived as a craft
allied with painting. Town governments apparently agreed, and illuminators were required to join many
painters’ guilds or, as in Bruges, to accept some guild control. That this happened only in the later
fifteenth century, outside Bruges, may partly be explained by the difficulty of separating illumination
from writing in the highly literate Netherlands and by the strength of clerical book production. These fac-
tors also underlie the book crafts” apparent avoidance of guild organization in the fifteenth century. The
book men valued their freedom from guild control and guild expense. The Bruges Confraternity of Saint
John the Evangelist expressed the book traders’ desire for a corporate identity within a devotional frame-
work, not their desire for a trade guild. In Antwerp in 1557 they unsuccessfully but stubbornly opposed
their incorporation into the painters’ guild, which recorded that great costs had been incurred in enforc-
ing the new decree that all printers, booksellers, and binders must become members, “because they were
all ingenious men and the guild authorities had astonishing difficulty with them.”v2

No trade guild could have protected the illuminators and scribes from the consequences of the
printing press. By 1548 there were only three illuminators in the Confraternity of Saint John: the great
Simon Bening, distinguished by the title of master; Thomas de Raet, a member since 1527; and Pieter
Claeissens, a member since 1544.1 This may be the Pieter Claeissens who had been apprenticed to a cloth
painter in 1516 and become a master in the painters’ guild in 1530, although no works of illumination by
him are recorded. The difficulties of distinguishing him from his painter son and grandson of the same
name render attributions of paintings uncertain, and illuminations have yet to be associated with the
Claeissens family.’® The listing of Pieter Claeissens as an illuminator is currently an isolated fact, hard to
interpret in the absence of visual evidence. As is generally the case, the written sources offer only incom-
plete insights into the varied and varying relationships between painters and illuminators and between
painting and illumination. The visual results of these crucial interactions can be sampled and assessed in
the exhibition and in this catalogue.



ILLUMINATORS AND THE PAINTERS GUILDS

Notes

This subject was first explored in one of the 1995 Linbury Renais-
sance Lectures at the National Gallery, London, and I thank the Lin-
bury Trust for its valued support. I am also grateful for information
and comments from Fr. Alain Arnould O.P., Lorne Campbell,
Thomas Kren, Scot McKendrick, and Susie Nash.

1. For written and visual evidence on Tournai illumination, see
Vanwijnsberghe 2001.

2. Goovaerts 1896; Charron 2000: 735.

3. Schouteet 1989: 16.

4. Van de Castecle 1866: 23; Weale 186365, pt. 1: 205 6.

5. Duverger 1969: 97-98.

6. Cornelis 1987: 104; Campbell 1981a: 46.

7. Weale 1863 65, pt. I 214 —21.

8. For the working of the guilds, see Campbell 1976 and Campbell
19813, with references to published sources on individual guilds; for
Lille, see Charron 2000.

9. Van de Casteele 1866: 30-32.

10. Van der Straelen 18s5: 4—7.

11. The mass was funded by the town in reparation for the 1436 ~38
revolt (Weale 186365, pt. 1: 118).

12. Vermeersch 1976: 249—51, no. 254, pl. 117; Van den Gheyn (G.)
1886 3133, pls. 3, 7; Weale 186365, pt. I: 145-52, 2023, 222, Feys and
De Schrevel 1896; the most informative of the foundation documents
is transcribed with English translation in New York 1994a: 2036, with
comments on 19, 22, N. 50, where the 1466 permission to amortize—to
give in perpetuity to a religious foundation, thus diminishing ducal
rights and revenues—is misunderstood as a ducal grant.

13. Van den Haute 1913: 196 —97; Chavannes-Mazel 1992: 140~ 42.

14. An Annunciation with de Montbléru’s arms in the rebuilt
church at Coulanges-la-Vineuse might come from the high altarpiece
he presented to the original church in 1463; his will charged his heirs
to give a picture to Auxerre Cathedral (Carton 1966: 172—87); de
Montferrand’s Boccaccio manuscript is London, British Library, Add.
Ms. 11696 (Branca, in Turin 1999, 3: 155-57), iluminated by a hand close
to the Master of the Harley Froissart, who also worked for Louis of
Gruuthuse (Sotheby’s, London, December 6, 2001, lot 67).

15. Gilliodts-van Severen 1899, 2: 351; more summarily in Weale
186365, pt. 1: 202; in 1475 his widow, Isabelle de Machefoing, by 1479
remarried to Olivier de la Marche, endowed an annual distribution
to the poor by the Painters” Chapel (Weale 1863—65, pt. 1: 208-9;
Chavannes-Mazel 1992: 142); for the Gruuthuse oratory, see Bruges
1992: 39— 41, 58 —59, ills. on 35, 38.

16. Nys and Salamagne 1996: 422-23; Hénault 1907, pt. I: 414 —15.

17. As pointed out in Trio 1995: 727; “de meeste menichte van den
ghonen die hemlieden nu gheneeren van de voorseide neeringhe van
der librarie, houden eenen ghilde ter eeren van Sint lan Evangeliste int
cloostere ten Eechoute in Brugghe” (Weale 1872-73a: 251-52).

18. Weale 1872-732: 251-52.

19. Gilliodts-van Severen 1897: 253 —54; Schouteet 1963: 237.

20. Gilliodts-van Severen 1897: 293-94.

21. Weale 1872—73a; 284.

22. De Schrevel 1902: 181—83.

23. “Tusschen den deken ende ghezworne van den beildemakers
ende zadelaers binnen de voorseide stede van Brugghe, an deen ziide,
ende Morissis de Hac ende andere hemlieden gheneerende met
librarien, als boucscrivers, verlichters ende die beildekins in bouken of
in rollen maken, an dander ziide” (Weale 1872 —73a: 245 - 46); “librariers
ende boucscrivers ende datter an cleift poorters neeringhe es” (Weale
1872-73a: 249).

24. “Par lesdits ilumineurs avoit esté dict que illuminer ne estoit
stil et que jamais ne avoient esté comprins sousz ledit mestier de
paintres et voiriers” (Charron 2000: 738); De Busscher 1859a: 207-8.

25. Pinchart 1860—81, 3: 46; Brussels, Bibliothéque royale de Bel-
gique, Ms. 9249-50 (Dogaer 1987a: 87—88).

26. Weale 1866 —70: 320, 323; see Arnould 1998.

27. “Van letteren ende beeldeprynten te snyden . . . ginghe eens-
dels meer der Clerkgien aen den voirscreven ambachte [scrynmakers]”
(Even 1866 —69, pt. 1; 286 - 87).

28. Pinchart 1860, 3: 73—75.

29. For a fifteenth-century north Netherlandish treatise on illu-
mination, see Cologne, Historisches Archiv, W 80 293; published in
Leloux 1977: 11-31; discussed and partially translated in Wallert 1991
447-56.

30. Mathieu 1953: 221-35; Goovaerts 1896.

31. Campbell and Foister 1986: 719.

32. For some consequences of the differential rate of survival for
art history, see Reynolds (C.) 2000b: 10-12.

33. Vanwijnsberghe 1595: 34.

34. Weale 1872-73a: 299, 336.

35. Laborde (L.) 184952, I: 467-69, 2: 223-24; Van der Velden
2000: 184 — 85, 210, 309.

36. Campbell and Foister 1986: 719—20.

37. Dehaisnes 1892: 72-74.

38. Pinchart 186081, 3: 73-75.

39. “lan Coene, die nu deken van den voorseiden beildemakers es,
menich iaer beilden maecte binnen der stede van Brugghe, zonder
eenighe vryhede of halfvryhede int voorseid ambocht te hebbene . . .
van alden ghesellen die ieghenwoordelicke beilden maecken in
boucken of in rollen, wel wesende in ghetale van zestiene, en esser
metten voorseiden lan Coene maer drie of viere vryhede hebbende
in tvoorseid ambocgt” (Weale 1872-73a: 247, 242; the French transla-
tion misprints seize as treize, reducing the number of illuminators
to thirteen).

40. Thierry 1835: 5.

41. Van de Casteele 1866: 30 —32.

42. Weale 1872-73a: 239 45.

43. [lluminators are not mentioned in the first Brussels statutes of
1387; see Favresse 1946: 76 —79; Mathieu 1953; De Busscher 1859a: 207 8;
Goovaerts 1896: 171; Grange and Cloquet 1887—88: 27.

44. Goovaerts 1896.

45. Nluminators were not specified in the first regulations of 1382;
see Van der Straelen 1855: 1—4, 7.

46. Devillers 1880: 289—522; Thierry 1856 —70.

47. Van der Straelen 18s5: 11—12.

48. Diericx 1814 -15, 2: 111-12; earlier Van Crombrugghe had been
Van Lathem’s representative in his disputes with the guild (see note s5).

49. Weale 1872-73a: 245—51.

50. Goovaerts 1896: 174 —78, 158 —59.

51. Rombouts and Lerius 186476, 1: 20.

52. Weale 1872-73a: 253 -74.

53. “De verlichteghe in den Wingaert, Babekin Boons” (Weale
1872—734a: 278).

54. Weale 1872-73a; 239 -51; Weale 186363, pt. 2: 298 -319; atten-
tion was first drawn to illuminators’ marks by Farquhar (1980: 371-83);
for further discussion, see Smeyers and Cardon 1990; Cambridge 1993:
U6 —21.

55. Weale 1872-73a: 240, 245-51.

56. “Dat so wie van nu voortan binnen der voors. Stede van
Ghend verlichten sal breeder werckende dan met pennen, te wetene
met pinchelen, twelcke der neeringhe vanden scilders van ouden tij-
den toebehoort heeft, dat hij gehouden sal zijn te coopene deen vierde
vander vrijhede vander neeringhe vanden scilders . . . dies zullen sul-
cke verlichters moghen maken ende verlichten al tgheundt dat men in
missalen ende andre boeken niet en stellt of stuur . . . toogh van sulken
werken thoudene of andersins de voors. neeringhe breeder te moghen
doene, in einiger wijs” (De Busscher 1859a: 207-8).

57. In 1457 “beildekins omme in boucken te stellen” had been ille-
gaily exhibited for sale, showing that these must have been single-leaf
miniatures; Bening “heeft der ghilde ghesconken een groot crucifix
om te stellen in een missael” (Weale 1872—73a: 246; Weale 1863~ 65, pt.
2! 311).

58. Diericx 181415, 2: 111-12.

59. “Lesquelz enlumineurs, aiant paié ledit droit, poront faire tout
ouvraige d’enlumineur: c’est assavoir ymaiges, istoires, vingnettes,
tourner lettres d’or et d’asur et les floreter et champier, dorer et lister
livres, et ouvrer de toutes coulleurs fines, de fin or et d’argent, et de
toutes autres coulleurs servans a ladite enluminure, pourveu que icelle
enluminure soit faicte sur pappier, parchemin, vellin ou avortin, et non
autrement, et que lesdits ouvraiges. . . ne soient que de noef ou dix pos



de hault, et non plus; car qui feroit lesdictes ymaiges plus grandes que
dit est, ou qui les feroit sur autres fons que dessus n’est déclaré, ou qui
ouveroit de ladicte enluminure ou feroit ouvrer autrement que sus
livres ou autres choses ot il y oroit escripture. . . . Il encheroit en I'a-
mende de dix solz tournois” (Goovaerts 1896: 171).

60. Goovaerts 1896: 172.

61. “llz faisoient tableaux et iceuls par Xllnes et en paniers
envoioient vendre . . . interdict aux dits enlumineurs de non doresena-
vant faire aulcuns tabliaux ne iceulx faire dorer ne y faire coler leurs
ymages de enlumineres ne aussy les vendre ou faire vendre par
douzaines ou aultrement, a peine que se ainsy le faisoient, ils seroient
tenus paier les droix et franchises dudit mestier de paintre et subgetz
aux ordonnances de icelluy” (Charron 2000: 737-38).

62. “Dominice crucis signaculum, in pargameni cedula depictum”
(Hamburger 1997: 178).

63. E.g., Spamer 1930; Hamburger 1997.

64. Single leaves traceable “at least to the fifteenth century”
(Wieck 1996: 233); “single leaves date as early as the fifteenth and six-
teenth centuries” (Hindman et al. 1997: xi).

65. Brussels, Bibliothéque royale de Belgique, Ms. 11035-7, fol. 98;
see Koster 1979: 87-95, Bousmanne and Van Hoorebeeck 2000:
264-72; London, National Gallery, inv. 2593; see Campbell 1998:
104-9.

66. E.g., in Vienna, Osterreichische Nationalbibliothek, Ms. s.n.
12897, a compilation from the Rooclooster, near Brussels; see Picht,
Jenni, and Thoss 1983, 1:114~15, 2: figs. 8, 9.

67. Reynolds (C.) 2000a: 94.

68. Friedlinder 1967-76, 4: no. 47; see also Sotheby’s, London,
sale, July 12, 2001, lot 13.

69. “Pour avoir fait deux tableaux et mis lesdits deux rolles dessus,
fermés en tel estat et forme qu'’il est accoustumé faire en telles choses,
pour les mettre ou pendre es chambres ou I'on tient ledit grand con-
seil” (Pinchart 1860~ 81, 1: 103).

7o. Gilliodts-van Severen 1897: 66—67.

71. New York 1999a: 193, no. 234.

72. “Meester Lieven heeft verdient van der tafelen te maken
daer incarnacioen in staet met scriven ende floren tsamen” (Asaert
1972 68).

73. See Nys 1991: 47-56.

74. Houdoy 1880: 194; the record of a late-thirteenth-century foun-
dation in the priory of Rabestens, Toulouse, survives as a diptych of
parchment glied to wood with two miniatures on each wing
(Périgueux, Musée de Périgord; see Paris 1998: 326 27, no. 226).

75. “Un trableaux [sic] de enluminure et de pourtraire” (Prost
1902-13, 1: 122); “ungs autres petits tableaux de parchemin paints, ¢’est
assavoir d’un crucefix et de plusieurs ymages” (Labarte 1879: 242, no.
2218; the parchment is unlikely to have been detectable unless it was
illuminated).

76. Payments to Jan van Woluwe apparently call him illuminator
or painter depending on the work produced; he was paid as “illumina-
tori pro una tabuleta cum duobus foliis facti, pendente in parva cam-
era domine” and as “pictori pro ymaginibus in curia facti in via qui de
aula itur ad capellam” (Pinchart 1860 -81, 3: 96-99); payment was
made to Hennequin de Bruxelles as “enlumineur de madame la
duchesse de Brabant pour ce qu'il a presenté un tablel au duc” (Prost
190213, 21 159).

ILLUMINATORS AND THE PAINTERS GUILDS 33

77. “Ung petit tableau d'une Notre Dame et de Madame de
Charolais de illuminure mis en ung estuy ensemble” (Finot 1895: 212).

78. Vienna, Osterreichische Nationalbibliothek, Ms. 1800; Picht,
Jenni, and Thoss 1983, 1: 19-23, pls. 24~7; Mazal and Thoss 1991.

79. Finot 1895: 210; for early portrait miniatures, sec Campbell
1990: 62— 64.

8o. “Gemalet an ein bermit” (Seuse 1907: 103).

81. See Wolfs 1966; Axters 1966.

82. Martindale 1988: 50, 183; the references’ consistency and attri-
bution to a known artist make it unlikely that the portrait was a liter-
ary conceit; see Mann 1998: 18 —19.

83. Lecoy de la Marche 1873: 256.

84. “Een beeldeken met eenen glaes daer voore, de zocte naame
Jhesus, gemaect by der hant van . . _ suster Cornelie van Wulfskercke”
(Weale 1866 —70: 92).

8s. Bdith A. and Percy S. Straus Collection, inv. 44,529, Weale 1895:
47; Bruges 1998, 1. 166, NO. 71, 2. 102.

86. Devillers 1880: 441.

87. For the functions of armorial prints, see London 1995: 59,

88. Appuhn and Heusinger 196s5: 157-238.

89. Campbell 1998: 260—66.

90. 1 fuellait” (Grange 1897: 39).

o1. “Ghescrevenen pampieren” (Cornelis 1987: 114); these could
have been “written,” but “painted” is more likely since they were sup-
plied by a painter.

92. Huybens 1975: 330.

93. Charron 2000: 737—38; Asaert 198s; in addition, some “paper
poynctes” or “poyntes” are perhaps painted papers, not “spelde
brieven,” papers of pins or needles, as there translated, see Kurath ct
al. 1952.

o4. E.g., The Hague, Koninklijke Bibliotheek, Mss. 135 E 23, 133
D 15 (The Hague 1980: 144—45, 138—39, no. 59); Rome, Biblioteca
Vaticana, Ms. Vat. lat. 6259 (Morello, in Vatican City 1988: 92, fig. 16).

9s. Esch and Esch 1978: 211—17; Bsch 1995: 72 87.

96. "Le carte, o vero panni dipinti . .
1877: 223—24, 22931, 245 46).

97. Weale 1872-73a: 244 — 45.

98. Inv. 1151 (Lehrs 28); Billinge 1998: 81-90.

" (Macinghi negli Strozzi

99. Charron 2000: 738; “de verlichter moet wercken met dicke
ende luneghe vaerwe ende de scildere of prenter in zodanich werc up
papier met dorschineghe vaerwe” (Gilliodts-van Severen 1905: 517-20).

100. Goovaerts 1896; Wauters 1878: 47— 49.

1o1. See Jacobs 1998: esp. 152—55.

102. Rombouts and van Lerius 1864 —76, 1: 206.

103. De Schrevel 1902: 181-83.

104. In 1557 he was paid for painting and illuminating the lerters of
an epitaph, but this was specifically in oil (Weale 1911: 29-35); for a
recent survey, see Bruges 1998, 1: 216 —23, 2. 14750, NOS. 116~20.






ILLUMINATORS AND PAINTERS: ARTISTIC EXCHANGES

VIENNA MASTER OF

MARY OF BURGUNDY
The Disputation of Saint
Barbara (detail, ill. 20a)

AND INTERRELATIONSHIPS

THOMAS KREN AND MARYAN W. AINSWORTH

here is no disputing that the innovations of Flemish painters in oil on panel helped

to shape the new style of manuscript illumination during the 1470s and for the next

several generations. Hugo van der Goes and Joos van Ghent provided inspiration

for illuminators through their handling of light and color, texture and space. Their
paintings became sources for compositions and specific motifs in illuminations. Van der Goes’s workshop
may also have provided drawings for the use of book painters (see cat. no. 30), while the illuminators
probably created workshop model sheets after his panel paintings. Simon Marmion’s activity as a panel
painter informed his extensive production as an illuminator and inevitably made his illuminations
more sophisticated.

The relationship between the arts of painting and manuscript illumination in the years from
around 1467 to 1561 was far more complex and creatively interactive, however, than these few examples
indicate. The common tendency to view Flemish manuscript illumination after 1470 largely through the
conceptual filter of a golden age of Flemish painting is misleading. It has obscured the high level of inter-
dependence between illumination and painting. A flow of artistic ideas among media has long been rec-
ognized in the art of the medieval era, as has the role of manuscript illumination as an inspiration for other
media during this period. The relationship between painters and illuminators and between their respec-
tive media was often an intimate one.’ This was due in part to the central importance of illumination
throughout much of the Middle Ages. On a more practical level, it may have depended on two facts: on
the one hand, illuminators and other artists were often skilled in more than one medium, while, on the
other hand, the different media were employed to represent many of the same themes, using similar con-
ventions, in the service of a common faith. An exploration of the relationships between manuscript illu-
minators and panel painters, and the different ways in which they shared ideas, reveals many instances in
which the art of manuscript illumination, contrary to commonly accepted notions, helped to shape the

language of painting in oil on panel.

BEYOND SPECIALIZATION

In the Netherlandish tradition of the fifteenth century, most artists specialized in one medium, a
result in part of the restrictions set up by the guilds and their method of training.? Panel painters were pri-
marily painters in oil, and illuminators were largely masters of tempera on parchment.? The exceptions to
the rule are interesting, however, and illustrative of the ways in which the arts of painting and manuscript
illumination intersected. Illuminators received particularly favorable treatment from the dukes Philip

the Good and Chatles the Bold, and at least four of them had titles at court. One who did not, Simon
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Marmion, nevertheless enjoyed generous patronage from the ducal family over two decades. He executed
both manuscripts and paintings for the family (see cat. nos. 10, 11, 13, 14) and for at least one of its courtiers,
Guillaume Fillastre. Although the illuminator Jean Hennecart held the title of painter to Charles (see cat.
no. 56), he also designed for his employer coins and objects in metalwork and silver.* Lieven van Lathem
was painter to both Philip and Maximilian, but of the art he executed for the ducal household, only man-
uscripts survive (e.g., cat. no. 16). Margaret of Austria paid the illuminator Gerard Horenbout, her court
painter, for paintings, including portraits; illuminations; and a design for a window, presumably stained
glass; and for collaborating with a group of nuns on an embroidered jardinet.* His only securely docu-
mented surviving work, however, is an illuminated manuscript (cat. no. 129). While in the service of
Henry VIII between 1528 and 1531, Horenbout was also described as “paynter.”s Indeed, he is more often
mentioned as painter than as illuminator, but he received numerous commissions for both types of work
(and others t00).” He was also paid to design “petits patrons” for ten tapestries for the Confraternity of
Saint Barbara in the church of Saint Pharahildis in Ghent in 1508 and 1509. His artistic talents ultimately
served a range of projects, from the commanding scale of wall hangings to the intimacy of devotional
books.® As Catherine Reynolds has shown, some illuminators—including Horenbout, Van Lathem, and
Marmion—enjoyed full membership in painters’ guilds and thus also had the appropriate professional
training and credentials to work in oil on panel.®

The range of talents required of an official artist usually included the painting or fabrication of
ephemeral works for lavish court weddings, triumphal entries, chivalric banquets, and varjous other fes-
tivities. Such events, which contributed significantly to the fabled magnificence of the Burgundian court,
entailed the collaboration of artists from throughout the region. Indeed, the documents make clear that
many artists not attached to the court were brought in to work on these events. For example, in 1454 the
painter Jacques Daret of Tournai and painter-illuminator Jean Hennecart worked alongside the young
Simon Marmion at Philip the Good’s Feast of the Pheasant in Lille.’® In 1468 Van der Goes, Daret, Van
Lathem, and a Tournai illuminator named Jan van der Straet all worked under Hennecart’s supervision at
Bruges for the wedding of Charles the Bold and Margaret of York.!!

Such festivities provided circumstances where artists with different specialties interacted and
might become acquainted with one another’s art. Inevitably the practice of working in more than one
medium broadened not only the range of the artist’s professional contacts but likely his colleagues’ expo-
sure to his art as well. The prominence of so many illuminators under Philip and Charles— other court
illuminators included Dreux Jean and Philippe de Mazerolles—helped to ensure the dissemination of their
ideas. The highly specialized nature of the art-historical discipline—and indeed of modern collecting—
has encouraged scholars to approach the different media separately, as narrow specialties. In so doing,
however, we may overlook the complex nature of the artistic culture that painters and illuminators
shared. Flemish illuminators, especially those associated with the court, could have broad responsibilities,
which likely brought with them extensive interactions with the wider artistic culture.'?

FAMILY TIES AND GUILD TIES AMONG PAINTERS AND ILLUMINATORS

Various spheres of activity outside the court also brought the arts of painting and illumination
into regular or intensive contact. Prominent among them were the guilds and families of artists, both of
which included practitioners of the two arts. Certain painters’ guilds, such as those in Ghent and Tournai,
required (or allowed) illuminators to join.* Simon Marmion was the son of a painter, the brother of a
painter, the father of an illuminator, and the uncle of a painter. His brother Mille belonged to the painters’
guild in Tournai, where he took two apprentices in the art of illumination.# Like his more successful
brother, he may have practiced in both media. Simon’s widow married Jan Provost, a painter.?* The range
of Simon’s activities included painting, illumination, and the decorations for court festivities, as well as the

polychroming of statues and the painting of armorials. Jan van der Straet, who earned the title of master
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illuminator in Tournai in 1463, was trained by the painter Louis le Duc, the nephew of Rogier van der
Weyden. As noted, Van der Straet was among the artists who worked on the ducal marriage festivities in
1468. In 1515 a Jan van der Straet is described as a painter working on the decorations for the triumphal
entry of Charles V into Bruges. If this was not the same Jan as the Tournai illuminator, he was almost cer-
tainly the artist’s son. Lorne Campbell has recently raised the question of whether he might be identified
with Juan de Flandes, the Flemish painter at the court of Isabella of Castile, whose paintings, as we shall
see, owe a strong debt to manuscript illumination.'s

As is frequently remarked, Alexander (or Sanders) Bening, the successful illuminator who
belonged to the Ghent painters’ guild, married Catherine van der Goes, who was likely a sister or niece of
the painter Hugo van der Goes. Van der Goes and another painter, Joos van Ghent, sponsored Bening’s
entrance into the Ghent painters’ guild in 1469. Their close ties to the trade of illumination have long been
recognized.'” Bening in turn sponsored the membership of one Jan van der Goes in the same guild in
1481.!% The painter-illuminator Van Lathem’s sons were, respectively, a painter and a goldsmith, and like
him, they obtained official positicns at court.’® Horenbout, who was equally active as a painter and as an
illuminator, took both a journeyman illuminator and an apprentice illuminator into his shop at Ghent. His
children Susanna and Lucas, whose work is still poorly understood, both enjoyed reputations after their
deaths as painters and illuminators, although Lodovico Guicciardini was careful to remark about Susanna:
“She was an excellent painter, above all in very small works . . . and superb in the art of illumination.”

It is intriguing that the Italian historian distinguished between illumination and “very small”
paintings. Carel van Mander credited Lucas Horenbout, who is first mentioned in the accounts of Henry
VIII as “pictor maker,” with teaching Hans Holbein the Younger the technique of illumination.?' Holbein
seems to have used that knowledge mainly to paint portrait miniatures. The similar techniques of manu-
script illumination and the painting of the portrait miniature, both done in tempera on parchment, made
the new art a natural heir to the older one. Alexander Bening’s son Simon became a successful illumina-
tor, while Simon’s daughter Levina Teerlinc, like the children of Gerard Horenbout, took up the ascen-
dant art of the portrait miniature.

In sum, families of professional artists plied their trades in a range of interrelated media. Family
ties made the connections between the arts of painting and illumination intimate; extensive and regular
contact often took place between these specialists. [lluminators belonged to painter’s guilds and, in some
cases, enjoyed the full rights and status of master painters, while painters trained illuminators and illumi-
nators trained painters. Even those artists who stuck faithfully to one specialty were often related to and
in contact with individuals who practiced the other. Via such paths, many painters of the period became
acquainted with new illumination as it was being produced, just as illuminators would have gained famil-
iarity with the work of certain painters. It was undoubtedly the success of illuminators that caused the
painters’ guilds to legislate to control their production.??

PAINTERS AS ILLUMINATORS

Despite this complex network of professional, familial, and social connections among painters,
illuminators, and even some masters working in other media, most remained specialists. Jan van Eyck,
Rogier van der Weyden, Petrus Christus, Joos van Ghent, and Gerard David are known to us today solely
or largely as painters of works on panel (and sometimes canvas). If these artists worked as illuminators,
that activity is undocumented. Yet some scholars have argued, on the basis of stylistic or technical evi-
dence, that each of them also executed a small number of illuminations. Although no illuminations sur-
vive from the hands of Robert Campin (ca. 1375/79 —1444) or Ambrosius Benson (d. before 1550), Campin
is documented as an illuminator,?* and Benson, according to court records, had two trunks containing
patterns “for painting or illumination.”** At one point Gerard David, his employer, confiscated them.

Although David, whose illuminations are featured in this exhibition (cat. nos. 92, 99, 100, 103, 105, 107), is
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not mentioned in the registers or accounts of the confraternity of booksellers and illuminators, he must
have had a close relationship with illuminators. At the time of his death in 1523,% his wife, Cornelia Cnoop,
paid the book producers’ confraternity for mortuary debts, a burial cloth, and for a mass to be said in her
husband’s honor.

Newly recognized details of the painting technique of certain panel painters suggest the specific
nature of their association with illumination. A case in point is Petrus Christus, perhaps Jan van Eyck’s
most noted follower, although never his direct pupil.26 A difference can be observed between the delicate,
jewel-like quality of Christus’s small oil paintings, rendered with the refined brushwork of a miniaturist,
and his large-scale works, which are broadly painted. Max J. Friedlinder once described his larger paint-
ings as including stiff, geometrically conceived figures “turned out on a lathe.”® It would appear that
Christus’s painting technique was more effective on a diminutive scale. Close study of the small-scale
panel paintings reveals a remarkable resemblance to the technique and handling of manuscript illumina-
tion. Christus achieved the modeling of flesh tones by the application of extremely fine brushstrokes built
up in an additive way over an underpainting that is usually in a flat, pinkish color (e.g., cat. nos. 4, 5). The
modeling of draperies is not fully blended, as we would expect in oil painting, but rather shows the place-
ment of contrasting strokes side by side and the definition of forms through black contour lines. G. J.
Hoogewerff thought that Christus could be identified with Hand H of the Turin-Milan Hours,?® and some
have suggested that the heart-shaped mark that is part of the signature on his Portrait of a Goldsmith (New
York, Metropolitan Museum of Art, Lehman Collection) is an illuminator’s mark that had by law to be
registered with the painters’ guild. In light of the documentation presented here concerning the training
of painters and illuminators and the evidence of Christus’s own technique, one cannot help but wonder
whether he was trained by an illuminator. While he is not recorded as a member of the confraternity of
illuminators, it was not formed until about 1454, ten years after he had arrived in Bruges. By the early 1450s
his focus may have shifted largely to panel painting, where he earned his reputation. Viewed against this
background, the survival of a splendid illumination by Christus (cat. no. 6) has considerable significance.

Where some scholars have made persuasive or at least tantalizing attributions of illuminations
to Van Eyck, Van der Weyden, and Christus, they are instances of a single miniature or a handful of
miniatures within books that contain extensive campaigns of illumination. It appears that some artists
active principally as panel painters were enlisted to paint miniatures that played a special role within the
program of illumination, in the case of Van der Weyden, the spectacular frontispiece for Duke Philip’s
Chroniques de Hainaut (cat. no. 3). Despite the miniature’s delicate state of preservation, the intelligence,
dignity, and authority of Van der Weyden’s individual portrayals of Philip and members of his court are
apparent. The remaining miniatures of volume one of the Chroniques are by a team of anonymous illumi-
nators; volumes two and three are, respectively, by the well-known if conventional Bruges illuminators
Willem Vrelant and Loyset Liédet.

Although there is no direct evidence that Hugo van der Goes painted manuscript illuminations,
a drawing probably from his workshop came to serve as a pattern for illumination (cat. no. 30). An assis-
tant of the artist copied this design, showing a seated female saint, from one of his paintings, apparently
as a ricordo. A Ghent illuminator used it at least once while the painter was still alive (cat. no. 32); other
illuminators used it repeatedly many times after Van der Goes’s death. It served usually as the model for
miniatures of Saint Barbara and Saint Catherine, two of the most popular female saints in this time. They
invariably figure prominently within illuminated cycles accompanying the suffrages of female saints.
Given the drawing’s large dimensions, it was probably intended for use in his own workshop. In light of
his friendship and apparent familial relationship with Alexander Bening, however, it is possible that
Bening or another illuminator colleague asked to borrow (or perhaps rent) it.

Many of Van der Goes’s other muotifs were copied by or entered the vocabulary of illuminators
within his lifetime. Two of the better-known examples are the pair of shepherds greeted by an angel in the
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background of the Berlin Adoration of the Shepherds (see fig. 58). They reappear, with a change of outfit but
little alteration in their complex poses, in The Annunciation to the Shepherds in the Voustre Demeure Hours
(cat. no. 20).% Van der Goes’s influence remained strong in manuscript illumination long after his death,
but it is most clearly seen between 1475 and 1485 in illuminations by the Master of the First Prayer Book of
Maximilian, the Master of the Houghton Miniatures, and the Ghent Associates. The Madrid Hours of
William Lord Hastings (cat. no. 25), datable before 1483, derives a number of its miniatures from Goesian
prototypes, notably from The Trinity in the Edinburgh panels and from a curious but revealing recon-
sideration of the painter’s Vienna Lamentation (fig. 16).>° Among Van der Goes’s other paintings, the
Portinari Altarpiece, the Edinburgh panels, and the Berlin Adoration of the Shepherds seem to have been
particularly influential. The echoes from these paintings include conceptions of interior space, a store of
physical types (especially the distinctive male peasants), and specific quotations. Since Van der Goes’s
influence on manuscript illumination was so strong within his own lifetime, it is reasonable to surmise
that he played an active role, even if not a hands-on one, in the transformation of Flemish manuscript
painting from the mid-1470s.2!

The pattern of Gerard David’s participation in manuscript illumination is perhaps more interac-
tive than that of Van der Goes. He painted miniatures in only a few extant books of the 1480s and 1490s,
but these include two ambitious volumes that eventually became the property of Queen Isabella of Castile
(cat. nos. 100, 105). After about 1500 his activity in the medium increased somewhat, and he seems to have
been enlisted to provide one or two miniatures each for several of the most luxurious books of the day,
including the Mayer van den Bergh Breviary (cat. no. 92) and the Grimani Breviary (cat. no. 126).* His
participation in these books for eminent patrons was limited but usually involved illuminations that are
arguably among the most important in the book. They include the full-page miniature of the Virgin and
Child in the Hours of Margaretha van Bergen (cat. no. 103) and the Virgin and Child and Salvator Mundi
miniatures in the Escorial Hours (cat. no. 99). The last is the first full-page miniature after the calendar
and a subject that often received special treatment. Other examples by David include minjatures of a patron
saint or name saint of a book’s intended owner, such as Saint Elizabeth of Hungary in Isabella’s hours (cat.
no. 105); of particularly beloved saints, such as Saint Catherine in the Mayer van den Bergh Breviary; or
simply of the subjects in which he specialized or for which he was known, such as the Virgin and Child,
the Adoration of the Magi, the Nativity, and the Virgin among Virgins (e.g., cat. nos. 100, 107). Moreover,
in some of these miniatures he painted only the figures or some portion of the figures, so that his partici-
pation was even more exclusive and, as it were, rationed than might appear at first glance (see cat. no. 99).

David approached each illumination as a panel painter working on a small scale. He had readily
available workshop patterns for compositions and motifs from which he could draw for the job at hand.
Indeed, the attributions of some illuminations to David were initially based on their close relationship
to identical compositions known from the artist’s panel paintings. A closer look reveals a similar treat-
ment in terms of handling and execution and serves to confirm the attribution in each case. David’s char-
acteristic attention to enlivening his compositions with carefully rendered faces and hands studied after
life (see cat. no. 106) and the remarkable subtlety of his modeling of flesh tones come from his experience
as a panel painter.

Take, for example, the Saint Catherine from the Mayer van den Bergh Breviary (ill. 92b and fig.
10), here attributed to David. Although the background is by another hand, the figure, by David, follows
the aforementioned pattern drawing after Hugo van der Goes (cat. no. 30), adhering to the woman’s pose
and nearly exactly duplicating the configuration of drapery folds in her dress. Informing David’s render-
ing, however, was a study after life probably inspired by the Goesian model. This is the head of a young
girl that shares the same sheet with a study of a man’s head (fig. 11). Immediately apparent is the similar-
ity between the metalpoint drawing and the illumination in the attention given to the modest inclination

of the head, so evocative of the figure’s purity and mood of contemplation. Even more striking is
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Figure 10 (near right)
GERARD DAVID

Saint Catherine. In the
Mayer van den Bergh
Breviary, fol. 611v (detail;
see cat. no. 92)

Figure 1x (far right)
GERARD DAVID

Four Heads, 1495.
Metalpoint over traces
of black chalk on
prepared paper,

12.8 X 9.2cm

(5%6 X 3% in.), recto.
Frankfurt, Stidelsches
Kunstinstitut

Figure 12 (below)
GERARD DAVID

The Virgin and Child with
the Milk Soup, ca. 1515.
Oil on panel, 33 X

27.5 cm (13 X 10'%s6 in.).
New York, Aurora Trust

the extremely close correspondence in the modeling
of the faces in diagonal parallel strokes across the
foreheads of the two. The delicate position of the
saint’s hands was also individually studied in metal-
point drawings. A study of four girls” heads and two
hands (cat. no. 106) likely provided a model for Saint
Catherine’s proper left hand, its bony structure char-
acteristically emphasized by David.

David understood the technique of illumina-
tion, which required that he model the draperies in
contrasting colors and use disengaged brushstrokes
on the surface of the forms. In a sense, he simply
reversed his panel painting technique. The conven-
tions of hatching and cross-hatching that he applied
in the modeling of draperies in the meticulous un-
derdrawings of his panel paintings, he also employed
on the surface of the draperies of his illuminations.??

In The Visitation in the Mayer van den Bergh
Breviary (ill. 92¢), the entire illumination, possibly
including the border, is by David. The composition is
a close-up view of the focal point of The Visitation in
the London Hastings Hours (cat. no. 41), a pattern in
regular use in the workshop of the Master of the First
Prayer Book of Maximilian. The large figures—un-

paralleled elsewhere in the book-—are reminiscent



Figure 13

JAN VAN EYCK

Saint Francis Receiving
the Stigmata, 1430s. Oil
on parchment on wood
panel, 12.4 X 14.6 cm
(4% X 5% in.).
Philadelphia Museum
of Art, John G. Johnson
Collection, inv. 314
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of David’s paintings of the Virgin and Child with the Milk Soup of around 1515 (e.g., fig. 12).* The pose of
the Virgin's head and its distinctly chiaroscuro treatment parallel the same features in the Aurora Trust
Virgin, and the view past city houses to a pond surrounded by trees appears in both. Elizabeth finds an
antecedent in the type of the older Virgin in paintings by David representing Christ Taking Leave of His
Mother.?* In these respects—composition and technique—David merged his activities in the crafts of
panel painting and manuscript llumination.

As the techniques of painting and illumination evolved, artists in both media experimented to
a degree with materials and techniques. One of these areas of experimentation was painting in oil or in
tempera on parchment supports that were pasted down or tacked to secondary panel supports, produc-
ing in effect small easel paintings, diptychs, or triptychs. The Philadelphia Saint Francis Receiving the Stig-
mata attributed to Van Eyck (fig. 13) and the Head of Christ by Christus (cat. no. 4) are two early examples
of paintings in oil on parchment mounted on panel. In these cases, as well as in others where the render-
ing approximates the art of illumination, one can imagine that the parchment was simply used because,
like a good white ground preparation on panel, it provided a smooth, solid, and white reflective surface
on which to apply the thin glazes of a Flemish oil painting. In other words, the parchment was a good
substitute in its properties for the application of a white ground preparation and was perhaps more

easily used.
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Figure 14

MASTER OF JAMES IV
OF SCOTLAND

Portrait of Livina de
Steelant, ca. 1500 —1510. Oil
on panel, 43 X 33.5 cm
(16'%s X 13%s6 in.). Ghent,
Museum voor Schone
Kunsten, inv. 1937-A

PAINTING IN OIL BY ILLUMINATORS

As noted above, those artists whom one might
describe today more as illuminators than as painters—such as
Lieven van Lathem, the Master of James [V of Scotland, and
Simon Marmion—are so described on the basis of incomplete
evidence. While we have no paintings for Van Lathem, schol-
ars have adduced at least one surviving painting and one
drawing as evidence for his activity as a painter.’® If one
worked on the basis of the documentary evidence alone, one
would assume that Marmion was more active as a painter
than as an illuminator, yet the patterns of survival suggest
otherwise.?” The quantity of surviving manuscripts makes it
clear that, even with the collaboration of assistants, he spent a
great deal of time on illumination throughout his career. For
the painter and illuminator Gerard Horenbout, no paintings
survive, but a pair of portraits on panel have been attributed
to the Master of James IV of Scotland (see below), with whom
he may be identified.*® Although the painters” guilds pro-
moted clear boundaries between the painters’ and illumi-
nators’ respective crafts, the records also show that some
illuminators did earn the full guild credentials of a painter.*
Indeed certain painters, such as Christus and Juan de Flandes,
may have started their careers as illuminators.

By way of contrast to the example of painters such as
David, technical evidence shows the carryover in the tempera
technique of Simon Marmion’s illuminations to his work as a panel painter.*’ As in the case of Christus,
the characteristics of Marmion’s panel paintings indicate the methods of an artist trained in illumination:
greater proficiency in small-scale works; the chalky, matte-looking, rather than enamel-like, quality of
the paint; and the clearly visible, individual, unblended brushstrokes of flesh tones. Marmion’s under-
drawings are very summary indeed, the modeling taking place in the upper paint layers, as is the case
with illumination.

Some paintings in oil have been persuasively attributed to illuminators not only because the
figure types, motifs, and compositions bear similarities to the work of illuminators but also because the
handling calls to mind the more additive technique employed by manuscript illuminators, in which mod-
eling is built up largely in the upper paint layers. A good example is The Destruction of Jerusalem by the Armies
of the Emperor Titus (Ghent, Museum voor Schone Kunsten), the epic predella panel on which hordes of
small soldiers, brilliantly orchestrated, surge across a tremendous expanse, giving the panel the feel of a
greatly elongated manuscript illumination. The artist appears to rely less on glazes than on relatively
opaque paint layers to achieve his effects, modeling much more on the surface than in depth. Bodo
Brinkmann has remarked rightly that the poses of some of the compact figures owe much to the Vienna
Master of Mary of Burgundy, but the handling of the medium here is less subtle and graceful than in the
master’s miniatures.*!

A pair of portraits of Lievin van Pottelsberghe and his wife, Livina de Steelant (fig. 14), alluded to
above, are correctly attributed to the Master of James IV of Scotland (Gerard Horenbout?).*? The facial
types and proportions of the angels and the painting of the wings recall prominent features of the illumi-
nations of the Master of James IV, especially as found in the Spinola Hours (cat. no. 124). And the glassy
surface of the water in the background also evokes a distinctive effect used by this artist.



Figure 15

SIMON BENING

The Penitent Saint Jerome
with The Flight into Egypt
and Saint Anthony of
Padua, triptych, 1530s.
Tempera on parchment,
39 X 64 cm (15% X

25%6 in.). El Escorial,
Spain, Monasterio de
San Lorenzo
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The mid-sixteenth-century Bruges historian Denis Harduyn identified Simon Bening, who has
been known in recent times only as an illuminator, as a panel painter, too—an assertion also made by
Antonius Sanders (1586 —1664).** Included in this exhibition is an oil painting that is probably by him or by
his workshop (cat. no. 142). One of two paintings in oil of the Virgin and Child that have been attributed
to him,* it features his familiar type of the Virgin, along with landscape motifs that recall his miniatures.
Here too the oil technique owes much to manuscript illumination, and, not surprisingly, the painting is
less subtle and refined than the artist’s illuminations.

For Bening the opportunity to create small altarpieces and independent devotional images had a
strong appeal. He seems to have specialized in a hybrid form, the illuminated altarpiece in tempera on
parchment mounted on board, which he almost certainly produced in larger numbers than survive today
(see cat. no. 157). Due to the inherent fragility of freestanding parchment and the fugitive behavior of
certain of the artist’s vegetable-based pigments when exposed to sunlight, it is likely that some were
destroyed. When he began to paint such independent works in tempera, it made practical sense perhaps
to use the support that he was accustomed to employing in his daily work as an illuminator. The largest
and finest of these, the Saint Jerome Triptych in the Escorial (fig. 15), at 39 centimeters (ca. 15 inches) in
height,* is fairly well preserved and shows Bening succeeding on a much larger scale than he customarily
undertook. It features his largest and one of his most accomplished landscape settings, which unfolds con-
tinuously over the three panels of the triptych, reminiscent of his composing of pairs of calendar minia-
tures over the expanse of a two-page opening. The technique here is the same, tempera on parchment. He
and his workshop painted some smaller triptychs in the same format (see cat. no. 157), including one prob-
ably from his workshop (Houston, Museum of Fine Arts; see fig. 9).% In this way he succeeded in widen-
ing the range of his artistic production without abandoning the medium for which he had genius.

One of Bening’s most original and dramatic works, the Stein Quadriptych (cat. no. 146), deserves

mention in this context. It shows sixty-four scenes that tell the story of the lives of the Virgin and Christ,

from Joachim and Anne at the Golden Gate to the Last Judgment. The very small miniatures, each less
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Figure 16
HUGO VAN DER GOES
The Lamentation, ca. 1469.

Oil on wood panel, 34.4

X 22.8 cm (13%6 X 9 in.).
Vienna, Kunsthistorisches
Museum, inv. 5822

Figure 17 (opposite)
VIENNA MASTER OF
MARY OF BURGUNDY
Christ Nailed to the Cross.
In the Hours of Mary of
Burgundy, fol. 43v

(see cat. no. 19)

than three inches tall, are currently arranged in four panels, with six-
teen on each. Some specialists have wondered whether the very
lengthy cycle was originally illuminated for a devotional book. There
are many reasons to think that Bening conceived it as a freestanding
altarpiece, however, notably the existence of various precedents,
including his other impressive forays into the illumination of altar-
pieces as well as altarpieces by Flemish panel painters that consisted
of many small scenes from the life of Christ.*

MANUSCRIPT ILLUMINATIONS AS SOURCES FOR PAINTERS

Whereas the influence of Van der Goes on Flemish manu-
script illumination of the last quarter of the fifteenth century is
undisputed, the possibility that the relationship between painters and
illuminators was more reciprocal in this period has received less con-
sideration.*® While Van der Goes himself left us no trace of his own
hand in a manuscript painting, we have argued for his intimate rela-
tionship with the new generation of Ghent illuminators, a link docu-
mented by family and guild ties. Here we offer evidence of ways in
which such contact might have inspired his work. Friedrich Winkler
identified the figure of John the Evaﬁgelist supporting the sorrowful
Virgin Mary in the painter’s Vienna Lamentation (fig. 16) as a source
for John holding back the Virgin Mary, who is wailing in grief over the
prone Christ as he is nailed to the cross, in the Vienna Hours of Mary
of Burgundy (fig. 17 and cat. no. 19).** In fact, the motif in the minia-
ture is more likely the antecedent since John's action is more logical
and integral to the narrative. John is a poignant figure in the painting,
but his action is awkward. Along with most of the other figures, he seems isolated in his own world of
grief. Van der Goes’s Virgin, with fingers joined in prayer, seems to hover over the body of Christ, while
John weakly restrains her. Moreover, the underdrawing of the Vienna Lamentation shows John in a closer,
more forward-leaning position holding up the Virgin, as in the miniature.”® While the dating of both
manuscript and painting is controversial, it is plausible that the painting is later.!

Another miniature by the Vienna Master of Mary of Burgundy that may have served as a source
for Van der Goes is Alexander Takes the Hand of Roxanne of 1470 (ill. 54a). The pose of the elegant Roxanne
kneeling before her prince, with both accompanied by attendants, anticipates that of Abigail kneeling be-
fore King David in Van der Goes’s lost painting, which is preserved in many copies.*? That Van der Goes
might have seen such a miniature by the Vienna Master before it entered the ducal library is suggested by
his friendship with Joos van Ghent, the Vienna Master’s lasting source of inspiration.*?

An artist sometimes cited as following the example of Flemish manuscript illumination of the last
quarter of the fifteenth century is Hieronymus Bosch. He was from Brabant, and s"Hertogenbosch, his
home, was under Burgundian and then Hapsburg rule. Indeed the assembly of the Order of the Golden
Fleece was held there in 1481, and Bosch received a commission for a huge altarpiece of the Last Judgment
from Philip the Handsome in 1504. The Garden of Earthly Delights (Madrid, Museo del Prado) was by 1517
in the possession of the art patron and Hapsburg chamberlain Henry III of Nassau (see cat. no. 149), who
was the nephew of the bibliophile and ranking Burgundian official Engelbert Il of Nassau (see cat. nos. 18,
120). Engelbert, in the eyes of some, commissioned the painting.”* So it is conceivable that Bosch, through
such contacts, had knowledge of the Burgundian/Hapsburg court libraries. Walter S. Gibson has shown
how much Bosch’s early art is steeped in Dutch manuscript illumination.** His unusual iconography had
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Figure 18
SIMON MARMION

Adam and Eve in Paradise.
In Les Sept Ages du monde,

ca. 1460. 43.5 X 30.5 cm
(17 X 12 in.). Brussels,
Bibliothéque royale

de Belgique, Ms. 9047,
fol. 1v (detail)

Figure 19
HIERONYMUS BOSCH
Adam and Eve, interior
left wing of The Garden
of Earthly Delights,
triptych, 1503 4. Oil

on wood panel, 220 X
97 cm (86%6 X 38%s in.).
Madrid, Museo del
Prado
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countless antecedents in late medieval manuscript illumination, although it is often difficult to ascertain
whether the manuscript motifs were actual sources for the artist.

The opaque, tempera-like character of Bosch’s paint material sometimes calls to mind Flemish
manuscript illumination.’s Indeed the somewhat pale and pastel tonalities of Marmion’s illuminations in
particular anticipate the wholly distinctive palette of Bosch. Here again, scholars have cited examples of
Marmion’s lluminations as antecedents for Bosch’s art without viewing them necessarily as specific
models.”” Marmion executed the only surviving illuminated copy of Les Visions du chevalier Tondal (cat. no.
14), a widely read text that Bosch may have drawn upon. The delicate, spindly physiques and pale flesh of
Marmion’s nudes, such as Tondal himself or Adam and Eve in Adam and Eve in Paradise in Les Sept Ages
du monde (fig. 18), are remarkably similar to Adam and Eve in the left wing of Bosch’s Garden of Earthly
Delights (fig. 19) and to the naked souls in the triptych’s central panel.*®

In a comparable way the emaciated Christ of the Last Judgment, a figure type that Marmion
treated in many similar full-page miniatures of this subject (see ill. 44b and cat. nos. 33, 37) in the 1470s and
1480s, closely anticipates the Christ in Judgment of Bosch’s Vienna triptych (Akademie der Bildenden
Kiinste).”® Van der Weyden’s Christ of the Last Judgment in the Beaune Altarpiece is sometimes cited as
an influence on Bosch, yet both the pose of Christ in Bosch’s painting and the arrangement and coloring
of the figures on either side of him more closely resemble those in Marmion’s miniatures. While Bosch
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ultimately brought greater nuance and fireworks to the flames and darkness of hell, the matte quality of
the paint, the depiction of tortured souls in a half-light, and the way the flames spout and spark also call to
mind Marmion’s inferno from the Tondal (ill. 14b). Finally, the low, round trees with narrow trunks that
carry the eye into the distance are features of both artists’ work, as, for example, in the painter’s Saint John
the Baptist in Meditation (Madrid, Museo Lazaro-Galdiano) and in the illuminator’s Adam and Eve in Les
Sept Ages du monde (fig. 18).50

Thus, in various aspects, Bosch’s art recalls the illumination of Marmion, certainly more so than
the work of any Flemish painter and in formal aspects more so than the work of Dutch illuminators who
came before Bosch.s! The painter may have had access to Marmion’s books through his links to the Haps-
burg Burgundian court. It may also be that the illuminator’s paintings, many of which are lost, were
known to Bosch.

The activity of Gerard David illustrates the ongoing interchange between painters and illumina-
tors. Documentation survives pertaining to a court case between David and his workshop assistant,
Ambrosius Benson. As noted earlier, David had held in escrow two trunks of workshop paraphernalia on
the condition that Benson repay a debt to David by working it off three days a week until the sum of seven
livres de gros was met. Among the items in the trunks were the aforementioned patterns for panel painting
or manuscript illumination.®? In addition there were unfinished paintings, a small sketchbook, a box of
pigments, diverse patterns that David had taken from the house of Adriaen Isenbrandt but that apparently
belonged to Benson, and patterns that Benson had borrowed from Aelbrecht Cornelis for a fee. It is not
known who designed the patterns or whether David had plans for their use, other than holding onto them
until the debt was paid. As noted above, it is intriguing that certain patterns were considered usable for
both media. As striking is the fact that all those named, who at one time or another might have enjoyed
access to the patterns, were strictly or primarily painters.

Furthermore, evidence may be adduced for the existence of patterns that David created for the
use of illuminators, one of which he subsequently used for a painting of his own, even though the draw-
ings themselves do not survive. Saint Anthony of Padua and the Miracle of the Host and Saint Bernard’s Vision
of the Virgin and Child in the Hours of Isabella of Castile (cat. no. 105) are Davidian but not painted by David.
In the former miniature (fig. 20), the crowd of male onlookers, arrayed in a narrow horizontal band, is
evocative of such masterworks of the 1490s as David’s Flaying of Sisamnes from the Justice of Cambyses pan-
els (Bruges, Groeningemuseum). The facial types are specifically Davidian. The face of the tonsured Saint
Anthony recalls the more lined, hirsute visage of the enthroned Sisamnes, while a hoary version of
Cambyses himself, wearing a virtually identical fur-brimmed cap, appears in the miniature behind the
kneeling donkey.

David’s lost pattern for the Saint Anthony of Padua composition seems to have entered the rep-
ertoire of models of the Maximilian Master as a pattern thereafter and is among those patterns to which
Simon Bening also enjoyed access.® David himself took up the composition, mirror reversed, on panel
(fig. 21). It is an awkwardly cropped variation, ca. 1500 -1505, that has the quality of a condensation of the
more open, carefully thought-through pattern reflected in the miniature of the Isabella Hours.* In this
instance it seems likely that the painting is based either upon the miniature or, more likely, on the artist’s
own pattern for the miniature. Saint Bernard’s Vision is comparably Davidian, especially in the pose and
drapery of Saint Bernard, which correspond remarkably to those of Saint Anthony of Padua, and in the
compact Virgin and Child.%* This composition also entered the repertoire of patterns passed down by
illuminators over the next generation.

David’s paintings show that he was familiar with the compositions and motifs of the leading illu-
minators of the day and borrowed from them often.® His assimilation of patterns used by illuminators
is evident even in his earliest paintings. Among these is his Crucifixion of ca. 1475 (Madrid, Thyssen-

Bornemisza Collection), which borrows a group of standing soldiers from a Crucifixion in the Hours of
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Figure 20

ANONYMOUS

Saint Anthony of Padua
and the Miracle of the Host.
In the Hours of Isabella
of Castile, fol. 187v

(see cat. no. 105)

Figure 21

GERARD DAVID

Saint Anthony of Padua
and the Miracle of the Host,
predella panel from an
altarpiece, ca. 1505. Oil on
wood panel, 57.3 X

34 cm (227%6 X 3% in.).
Toledo Museum of Art,
Gift of Edward
Drummond Libbey,

inv. 5922

Catherine of Cleves of the 1440s (New York, Morgan Library, Ms. 945, fol. 66v) and refers to landscapes by
another Utrecht illuminator, the Master of Evert Zoudenbalch.5” Later, David borrowed from the work
of illuminators for unusual subjects that appeared more often in miniatures than in panel painting. He
assimilated features from The Judgment of Cambyses by Loyset Liédet from the manuscript of Antoine de la
Sale, La Sale (Brussels, Bibliotheque royale de Belgique, Mss. 9287—88, fol. 132) into his Flaying of Sisamnes.*
He looked at The Marriage at Cana by the Master of Edward IV in Jean Mansel’s Vie, passion, et vengeance de
nostre seigneur Jhesu Christ (Vie du Christ) (fig. 23) for the arrangement of figures around the table and the
general composition of his Marriage at Cana (figs. 22, 23).®° Moreover, one may find the source for David’s
Christ Carrying the Cross of ca. 1505 (New York, Metropolitan Museum of Art, Lehman Collection) in an
illumination by the Master of the First Prayer Book of Maximilian in a book of hours (ca. 1497-98; cat. no.
90, fol. 112v). The companion piece, The Resurrection, is likewise influenced by a pattern that circulated
among illuminators and was later employed in the Grimani Breviary (cat. no. 126, fol. 162v).”

The minjatures that David contributed to the Isabella Breviary in the 1480s (cat. no. 100) are based
in part on illuminations in the London Hastings Hours (cat. no. 41) by the Master of the First Prayer Book
of Maximilian, sometimes thought to be Alexander Bening, who joined the illuminators’ confraternity in
Bruges in 1486, not long after David’s arrival there. In fact, quite a number of paintings and illuminations
by David are connected to patterns that first appeared in miniatures by the Master of the First Prayer Book
of Maximilian. In turn, a number of these patterns were employed later in miniatures by Simon Bening,
testifying perhaps to the ongoing ownership of these specific patterns by the Bening workshop.” They
demonstrate that by the late fifteenth century certain painters routinely drew upon patterns and other
compositions created by illuminators.

Some of the examples of the painter David’s appropriations from manuscripts indicated here

llustrate a particularly important role that illuminators played for painters. Manuscript illuminators



Figure 22

GERARD DAVID
AND WORKSHOP
The Marriage at Cana,
ca. 1503. Oil on wood
panel, 100 X 128 cm

(39" X 50% in.). Paris,

Musée du Louvre,
nv. 1995

Figure 23

MASTER OF
EDWARD 1V

The Marriage at Cana.
In Jean Mansel, Vie,
passion, et vengeance de
nostre seigneur Jhesu
Christ, vol. 1, between
1486 and 1493. 35.5 X
24.7 cm (14 X 9% in.)
(cat. no. 97). Paris,
Bibliothéque de

Y Arsenal, Ms. fr. 5205,
fol. 23
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tackled a much broader range of subject matter, especially secular themes but also certain devotional and
Old Testament subjects. The writings of eminent theologians and clerics, such as Ludolph of Saxony (see
cat. no. 96), were particularly useful textual sources for painters for a wide range of biblical subject mat-
ter, while illuminated copies of their writings usually included representations of a greater range of sub-
jects than was customarily found in independent paintings.”? The series of forty-seven small panels in oil
painted for Queen Isabella of Castile by Juan de Flandes in collaboration with Michael Sittow offers fur-

ther instances of manuscript illuminations as artistic models for particular subjects.” For these paintings
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Figure 24

MICHAEL SITTOW

The Coronation of the
Virgin, between 1496 and
1504. Oil on wood panel,
24.5 X 18.3 cm (9% X
7% in.). Paris, Musée du
Louvre, inv. RF 1966-11

Figure 25

MASTER OF JAMES 1V
OF SCOTLAND

The Coronation of the
Virgin. In the Breviary of
Isabella of Castile, fol. 437
(detail; see cat. no. 100)
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scholars have already noted precise sources in Flemish manuscripts that were likely at hand, such as Juan’s
patron’s own breviary (cat. no. 100). The Temptation of Christ (Washington, D.C., National Gallery of Art)
follows the breviary’s version by the Master of the Dresden Prayer Book not only in the pose of Christ but
also in the massing of the landscape features, down to the arrangement of certain rocks, trees, and build-
ings.” Juan exquisitely adapted his version to the vertical format and exploited fully the nuances of the oil
technique to fashion a work that is even more compelling.

Scholars have consistently linked other images in this cycle, including Sittow’s Assumption of the
Virgin (Washington, D.C., National Gallery of Art), to miniatures by the Master of the Dresden Prayer
Book.”* Sittow’s Coronation of the Virgin (fig. 24) from the cycle illustrates a theme that was more popular
in devotional books than in panel paintings.”s Sittow’s composition reflects particular features of the ver-
sion in Isabella’s breviary illuminated by the Master of James IV of Scotland (fig. 25), such as the pose of
the Virgin and her white mantle, the billowing clouds along the perimeter of the image, the tiaraed God
the Father, and the red robes of Christ and God the Father. Even closer, although in mirror reflection, is
a detached miniature of the same subject by the Master of Edward IV from a book of hours (fig. 26). Most
of the basic elements recur in Sittow’s version: Christ and God the Father both seated on the diagonal, the
Virgin dressed in white kneeling before them, an angel crowning her, the dove of the Holy Spirit hover-
ing over the other members of the Trinity, and clouds along the outer edges of the miniature.”” From
Sittow’s early years in Bruges during the 1480s, when the Master of Edward IV was also active there, he



Figure 26

MASTER OF EDWARD [V
The Coronation of the
Virgin, 1480-90. 17.3 X
13.7 cm (6'%6 X 5% in.),
detached leaf. Baltimore,
The Walters Art
Museum, inv. W.443f

Figure 27

JUAN DE FLANDES
Christ Appearing to the
Virgin with the Redecemed
of the Old Testament,
before t505. Oil on vak
panel, 21.2 X 15.4 cm
(8% X 6Yi»in.). London,
National Gallery,

NG 1280
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was exposed to manuscript images of this type. When he painted The Coronation, he probably had such
illuminations in mind, including the Coronation from his patron’s breviary.

Overall, the Isabella panels consistently reflect the compositional simplicity and iconic character
of the full-page miniatures in devotional books of the era, the Vienna Master of Mary of Burgundy’s subtle
handling of light, and that illuminator’s distinctive atmospheric veiling of the horizon that coalesces indi-
vidual form into a larger whole. In those panels that feature a sea of individuals, such as The Multiplication
of the Loaves and Christ Appearing to the Virgin with the Redeemed of the Old Testament (fig. 27), Juan de Flandes
also seems to have been inspired by the Vienna Master of Mary of Burgundy. The illuminator’s Last Judg-
ment minjature (ill. 18b) shows an assembly of souls enveloped in a comparably even, diaphanous light;
they are articulated individually only by pale contours. As in the miniature, the pale forms in the painting
meld into a unified whole.” The Vienna Master’s bandling of the flickering torchlight in his nocturnal
Arrest of Christ (cat. no. 18, fol. 56v) may also have provided inspiration for the panel of this subject.”

Neil MacLaren drew attention to a pair of inscriptions on the back of two of the Isabella panels in
Madrid—"Juan Astrat” and “Ju® Astrat”—which might offer clues to the painter’s identity.* As noted
above, Lorne Campbell identified a Jan van der Straet as a master illuminator in Tournai in 1463 and a Jan
van der Straet as a painter at Bruges in 1515.8! Was Juan de Flandes strongly influenced by the latest trends
in Flemish illumination during the 1470s because that was his trade at the beginning of his career? Did he
only later become a painter? Was he therefore Jan van der Straet of Tournai? If both documents refer to

the same person, then he enjoyed a long career that stretched over fifty years.*? This is unusual for the
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time, but then Simon Bening had a career that extended nearly sixty years. If the illuminator of 1463 was
instead the father of the painter mentioned in 1515, was the former the father of Juan de Flandes? In either
case a plausible explanation for the artist’s connection to manuscript illumination is at hand. It seems very
possible that Juan de Flandes was one of the two documented Jan van der Straets, or both, but more than
that is difficult to say. Whether one agrees with these theses or not, manuscript illumination clearly helped
to form the style of the painter Juan de Flandes.

Both for the scale of its small panels, mostly about 21 by 16 centimeters (8% by 6% inches), and
for certain Gospel narratives more distinctive to manuscripts, the Isabella cycle suggests various reasons
painters might look to book painting for inspiration. A more complex and intriguing case concerns land-
scape as artistic subject matter. The wide-ranging secular themes more readily demanded of illuminators,
from the cycle of twelve (or even more) calendar illustrations in devotional books to diverse historical nar-
ratives, created opportunities to explore a tremendous variety of outdoor settings in ways that painters in
oil rarely pursued. Manuscript illuminators anticipated specific themes of the landscapes of Cornelis
Massys in the 1540s. For example, Massys’s Mary and Joseph at the Inn of 1543 (cat. no. 164) treats a theme
that was particularly popular in Flemish manuscript illumination, due largely to a pattern dating to the
late 1470s (cf. cat. no. 21). The arrangement of Joseph and Mary met by the female proprietor at the door
of the inn closely resembles the much-copied manuscript source. Moreover, the subtle handling of the sea-
sonal foliage is anticipated in calendar miniatures by Simon Bening of the preceding decade.®> Massys
might have known the Mary and Joseph composition through the Master of James IV of Scotland, who
also copied it in his manuscripts (cat. no. 128).

The influence of illuminators in the domain of landscape likely began much eatlier. One of the
Antwerp painter Joachim Patinir’s clearest forebears in the development of the deep-set vista was the
Antwerp illuminator Lieven van Lathem (figs. 28, 29). Van Lathem used rivers and seas in particular to cre-
ate atmospheric and winding recessions, even in miniatures that, like those in the Prayer Book of Chatles
the Bold (cat. no. 16), are only a couple of inches tall. Starting with the Master of the Dresden Prayer Book,
an artist of the generation after Van Lathem, illuminators began to make the annual cycle of climatic
changes a subject to rival and sometimes eclipse the labors and the zodiacal signs that traditionally (and
perpetually) illustrated the calendar. For illuminators the focus was not only a landscape’s scope and
expanse, the true and in a sense the only theme of Patinir’s work, but also its atmosphere and texture.
Beginning with the Voustre Demeure Hours, circa 1475—80 (cat. no. 20 and fig. 30), calendar cycles devel-
oped narratives that, whether figures predominated or not, traced the slow but deliberate course of a
year’s continuous climatic change. In certain calendars the Dresden Master doubled the number of minia-
tures and expanded the variety and character of the figural narratives (cat. nos. 32, 33). The story of a year
might encompass a snowstorm; a cold, damp, and blustery winter’s day; a foggy spring day with abundant
signs of new growth; the sunny summer days that nurture crops and lead to harvest; the changing colors
of autumn; and the barren landscape at the onset of winter.

By the time such artists as the Master of James IV of Scotland and Simon Bening took up the
brush, multiple narratives gave calendar cycles a level of interest and novelty rarely equaled elsewhere in
a book’s decoration (fig. 31).%* These narratives range from the story of the annual cycle of ever-changing
seasonal weather to those of the steadily expanding variety of aristocratic leisure activities. Other cycles
gain immediacy by setting the traditional labors in vividly characterized topographies, including urban
settings, and depicting figures in contemporary costume while mixing peasants and aristocrats to suggest
everyday life. From the vantage point of the fully developed landscapes of the months, the inspiring, of-
ten vast perspectives of Patinir (which strongly influenced Simon Bening) seem narrower in their ambi-
tions. Perhaps more surprising, by the time Pieter Bruegel the Elder began to paint his cycle of the seasons
(or months), during the 1560s, sophisticated landscapes in manuscript calendars had flourished for several
generations, to the point of overshadowing a book’s devotional imagery. Bening’s winter scene in the



Figure 28

LIEVEN VAN LATHEM
Saint Christopher. In the
Prayer Book of Charles
the Bold, fol. 26

(see cat. no. 16)

Figure 29

JOACHIM PATINIR
Landscape with Saint
Christopher, early 1520s.
Oil on wood panel,

127 X 172 ¢m (50 X
67% in.). El Escorial,
Spain, Monasterio

de San Lorenzo
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Figure 30

MASTER OF

THE DRESDEN
PRAYER BOOK
January. In the Voustre
Demeure Hours, fol. 2
(see cat. no. 20)

Figure 31

MASTER OF JAMES IV
OF SCOTLAND
November. In the Breviary
of Cardinal Domenico
Grimani, fol. 11v

(see cat. no. 126)

Da Costa Hours (ill. 140a) predates Bruegel’s by two generations; one finds no equal to it in the interim.®
In the end Bruegel drew not only upon the iconography of Bening’s calendars but also upon the variety
of their presentation, including the high vantage points, the sensitivity to light and varied atmospheres,
and, we suspect, also upon the flecklike brushwork of the later Bening cycles. This technique lent itself
well to creating particularly dense and charged atmospheres. Bruegel did not use it often, but it is most
compelling in the autumnal Landscape with a Magpie on the Gallows (cat. no. 165). The more conservative
character of independent painting is highlighted by panel painters’ slow embrace of the iconography of the
seasons. Bruegel was far from the first to paint such subjects, but earlier painters had not treated them as
boldly and originally as the illuminators had.®

The professional cultures of painters and manuscript illuminators intersected and overlapped to
such a degree that the exchange of ideas and imagery between the two media was natural and inevitable.
In many cases illuminators and painters were related by blood or marriage, they often belonged to the
same guilds, they sometimes trained one another, and they shared a body of subject matter and iconog-
raphy. Some of the finest illuminators were also painters. Many of the best painters executed illuminations
or worked closely with illuminators. Indeed, court documents register a dispute between painters over a
trunk that contained patterns for “painting or illumination.” Surviving examples also show that artists
experimented with oil on parchment. And visual evidence suggests that some painters may have begun
their careers as illuminators. While many painters appear to have been specialists in oil on panel, as sug-
gested by the guild regulations and surviving work, the boundaries between the media were probably less
rigid in practice than this body of evidence indicates. Accordingly, the flow of ideas may have been greater
than has generally been thought.



ILLUMINATORS AND PAINTLRS 55

Many of the artists connected to the court were painter-illuminators for whom the art of illumi-
nation was one of their strengths and a key part of their practice even as they demonstrated their versa-
tility to meet the needs of the court. The large number of illuminators who held court positions—such
as Van Lathem, Hennecart, and Horenbout—or enjoyed ongoing, generous court patronage over
decades—such as Marmion and Simon Bening—indicates the prominence that this art form held within
the artistic culture. Indeed, it is intriguing that one of the few known works that Rogier van der Weyden
executed for Philip the Good, besides portraits on panel, is a manuscript illumination. This favor in turn
lent the art of illumination a certain eminence and prestige within the wider artistic culture. Well estab-
lished is the fact that painters from Ghent strongly shaped the character of Flemish manuscript painting
from the 1470s. Hugo van der Goes was related by marriage to a successful illuminator, and during his
lifetime a style of illumination emerged that drew extensively upon his pictorial ideas. For the next
generation, the art of Gerard David would contribute to the nourishment and renewal of Flemish illumi-
nation under the brush of Simon Bening. At the same time the range of subject matter that regularly
confronted illuminators replenished the vocabulary of Flemish art, making book illumination a fertile
source for painters from Bosch to David to Bruegel the Elder. David seemed to draw from manuscript
illumination as much as he gave. More complex are the cases of Petrus Christus and Juan de Flandes,
whose paintings are so clearly informed by the technique of tempera on parchment that one suspects that
they began their training in the art of illumination.

The priority given to the study of painting in the modern era has to a degree encouraged its study
within an art-historical vacuum. Most major art museums concentrate on the collecting and display of
paintings. Even museums that focus on medieval art rarely feature significant collections of manuscript
illumination. At the same time the complexities of manuscript studies and the relatively poor documen-
tation of the art of major illuminators often discourage historians of paintings from exploring the role of
illumination in the larger artistic culture. Clearly this situation deserves redress. While arguments con-
cerning the direction of influence are subject to debate, we have attempted to outline a well-documented
historical perspective for considering the interactions between illuminators and painters. Manuscript
illumination provided a broad array of sources and inspiration for painters. Under the Flemish Burgun-
dian dukes and well into the post-Burgundian era, manuscript illumination retained a prominent position
in the hierarchy of the arts. Even as the importance of painting in oil and the illustrated printed book rose
among the elite, manuscript illumination remained an aristocratic art with an ever more cosmopolitan
audience. Even when the number of first-rate illuminators in Flanders declined dramatically, especially by
the second quarter of the sixteenth century, a leading artist such as Simon Bening continued to enjoy

patronage from the loftiest and most discerning circles across Europe.
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Notes

We would like to acknowledge the many fruitful comments
and suggestions provided for this essay by Catherine Reynolds,
Scot McKendrick, Elizabeth Teviotdale, Elizabeth Morrison, Chiyo
Ishikawa, Lynn Jacobs, and Myra Orth.

1. Examples go back to early Christian art. Concerning the San
Marco mosaics and the Cotton Genesis, for example, see Kitzinger
1975: 22-31. Weitzmann (1975: 22—31) cites examples of illuminations
copied into other media. Picht (1961: 166-75) discusses a famous
example of an English Romanesque illuminator whose work antici-
pates a style of fresco in Siena. Some have seen French manuscript
illuminators of the early fifteenth century as crucial forerunners of
Van Eyck (for example, Meiss 1968: 72-74).

2. On this topic, see Catherine Reynolds, “llluminators and the
Painters’ Guilds” (this volume).

3. Tempera is the term for the water-soluble medium of manu-
script illumination. Its binding medium is usually egg white or gum
arabic.

4. Reynolds, “Iltuminators and the Painters’ Guilds” (see note 2).

5. Campbell and Foister 1986: 720.

6. Campbell and Foister 1986: 719—21.

7. See esp. Campbell and Foister 1986: 720-21.

8. Van der Haeghen 1914: 30-35.

9. Reynolds, “Illuminators and the Painters’ Guilds” (see note 2);
for more on painters who also worked as illuminators, see Duclos
1910: 385.

10. Significantly for the prominence of illuminators in the court
milieu, three of the seven most highly paid artists (out of a total of
thirty-four) engaged for the Feast of the Pheasant were illuminators.
See Martens (M.) 1999: 405.

11. Reynolds, “Illuminators and the Painters” Guilds” (see note 2).

12. The evidence from France is similar, and even more striking.
During the fifteenth century, such major artists as Jean Fouquet,
Barthélemy d’Eyck, Enguerrand Quarton, Jean Bourdichon, Jean
Poyet, and Jean Perréal executed both paintings and illuminations
(Paris 1993: 13031, 224 —25, 238, 293, 306 — 8, 365— 66). Here too most of
these figures were official court artists or enjoyed continuous service
at a major court. In the sixteenth century Noél Bellemnare from
Antwerp was active in Paris as a “master painter,” a designer of stained
glass, and an illuminator (Leproux 1998: 125, 142; Leproux 200l
111 40). Indeed, some scholars place the painter-illuminator Marmion
firmly within the French tradition (Ring 1949b: 21922, 246; Reynaud,
in Paris 1993: 80). Born in Amiens when it was still under French rule,
and almost certainly trained there, he lived most of his adult life in
French-speaking Valenciennes, a town that nevertheless did not
become part of the kingdom of France until the seventeenth century.

13. Reynolds, “Iluminators and the Painters’ Guilds” (see note 2).

14. Pinchart 1860- 81, 3: 73-75. Catherine Reynolds kindly drew
this reference to our attention.
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REVIVING THE PAST: ILLUSTRATED MANUSCRIPTS OF SECULAR

MASTER OF THE
PRAYER BOOKS OF
AROUND I500
Scenes from the Aeneid
(detail, ill. 118a)

VERNACULAR TEXTS, 1467—1500

ScoT MCKENDRICK

n December 1, 1480, a deal was struck for the production of a book.” On one side
of the agreement was Colard Mansion,? by then established at Bruges as an expo-
nent of the new technology of printing with movable type, but here contracting to
produce the much older form of'a book, the handwritten manuscript. On the other
side of the agreement was Philippe de Hornes, lord of Gaasbeek, who up until the death of Charles the
Bold three years earlier had been one of the duke’s most trusted generals and courtiers. He was also to
become a notable collector of manuscripts.? The text to be transcribed and illustrated was an account of
the virtues and vices of the Romans by the ancient author Valerius Maximus, a text that was often illumi-
nated in the fifteenth century (e.g., fig. 32). It had been translated intoc French and commented on for two
earlier bibliophiles, Charles V of France and his brother John, duke of Berry. Philippe de Hornes’s copy
of this text was to be divided into two large volumes® and written out by Mansion or an equally good
scribe. As part of an age-old tradition of production of deluxe manuscripts, Mansion’s book was to be illus-
trated with nine large illuminated miniatures. Each miniature was to be accompanied by an illuminated
border that included the arms and devices of Philippe de Hornes. For all this, Mansion was to be paid
twenty Flemish groat pounds, five of which he received then and there and the rest due on delivery of the
finished book in six months’ time. Because Mansion failed to fulfill his part of the deal until October of the
following year, however, the manuscript taking just under one year to produce, he was paid in install-
ments from June until the completion of his work.
The commercial production and lay consumption of manuscripts of secular texts within western
Europe has a long history, stretching back into classical antiquity.® The contribution of artists to, and the
interest of individual owners in, the illustration of these texts may have similarly ancient origins.” In the
fourth century, however, the adoption of Christianity by the rich and powerful severely disrupted the
creation of secular manuscripts. Production and sponsorship of Christian texts, including those intended
for use within communal and personal devotional and sacramental acts, took precedence.® Most secular
texts were produced by monastic scribes and artists for clerics and Christian communities; these texts
were decorated—sometimes on a grand scale—but rarely included narrative illustrations. Only from the
thirteenth century onward did professional producers consistently create fine illustrated copies of secular
texts for noble individuals. Most notable among such texts were the vernacular romances that became so
popular with the upper nobility. Many illuminated copies of these were produced in northern France and
Flanders. Thereafter, histories and philosophical, moral, and advisory texts also came to be illustrated by

commercial book producers in both France and Italy.
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Figure 32

MASTER OF

THE DRESDEN
PRAYER BOOK

The Temperate and the
Intemperate. In Valerius
Maximus, Faits et dits
mémorables des romains,
translation by Simon
de Hesdin and Nicolas
de Gonesse of Facta et
dicta memorabilia,

ca. 1470-75. 41 X 31 ¢cm
(16% X 12%s in). Leipzig,
Universititsbibliothek,
Ms. Rep. Lirb, fol. 137v
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By the fifteenth century, however, a distinct divergence of practice had developed in book
production between northern and southern Europe. Because of the decorative sobriety of their models,
Italian humanistic manuscripts—including those of the revived texts of classical authors—largely
eschewed narrative illustration. Even those destined for the grandest of libraries and made for the wealth-
iest of clients had few narrative scenes. Meanwhile, in Paris the luxury book trade and its aristocratic
consumers had joined together to create a distinctive type of book, in which a secular vernacular text
was often lavishly illustrated. Paralleling the shift of political power away from Paris to the Burgundian
Low Countries during the fifteenth century, production of manuscripts of secular vernacular texts came
to flourish further north. Philip the Good’s court is justly famous for its patronage of such production.®
Although illuminated manuscripts of secular vernacular texts made up a relatively small proportion
of the books produced in northern Europe, they came to be a distinctive and important factor in its
cultural development.'® They continued to be produced in significant numbers even after the invention
of printing with movable type and the introduction of commercial production of printed books into the
Low Countries.

Colard Mansion’s deal with Philippe de Hornes was far from unusual for the time. Mansion was
just one of several professional book producers based in Bruges in the late fifteenth century who made fine
copies of Valerius Maximus and similar texts; Philippe de Hornes was just one of many members of the
nobility in the southern Netherlands who came to own such texts. Philippe’s manuscript survives, as do
many others like it."* These manuscripts were the product of a northern European culture that was dis-
tinct from that of the southern Renaissance. By outlining their origins and contemporary purpose, I hope
to illuminate the importance of such manuscripts in the development of western European culture at the
end of the Middle Ages.

PRODUCERS AND CONSUMERS

As illustrated by the deal struck between Colard Mansion and Philippe de Hornes, a manuscript
is the product of an interaction between at least two parties. On the one hand, there are those responsible
for the production of manuscripts; on the other, there are those who wish to own them. I will explore the
evidence of surviving works and contemporary documents within the context of this broad division
between the producers and the consumers of manuscripts. Surviving manuscripts are material witnesses
to a complex series of interactions among authors, scribes, illuminators, miniaturists, binders, booksellers,
readers, advisers, and librarians. Broadly speaking, all of these individuals fall into one of these two cate-
gories: some organize and promote production; some organize and promote consumption. Production
and consumption also took place on distinctly different social levels. One was an activity of the artisan and
commercial classes; the other was an aspect of life in the upper echelon of society.'?

Production and consumption of manuscripts of secular vernacular texts cannot be viewed in com-
plete isolation from the production and consumption of devotional manuscripts. In their respective roles,
many of the same people were involved in both.

Producers  The production of manuscripts of secular vernacular texts formed part of a bigger
picture of economic and artistic activity in the Low Countries during the second half of the fifteenth cen-
tury. The production of these manuscripts was one facet of a thriving commercial book trade, in which
the participants were highly trained, well organized, and long established in such urban centers as Bruges
and Brussels. Materials, labos, capital, and entrepreneurial skill were readily available. Distribution net-
works were in place, established as part of the complex nexus of economic, political, and dynastic ties that
bound the Burgundian Low Countries to the rest of Europe. Production of illuminated manuscripts also
formed part of the trade in luxury goods, which flourished in the Low Countries and to which many of

its inhabitants contributed. Together with panel paintings, metalwork, jewelry, textiles, and woodwork,
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illuminated manuscripts have contributed considerably to the reputation of that region as a center of
high artistic achievement.’?

Documents from the ducal archives include many accounts of the production of manuscripts of
secular vernacular texts. Indeed, many more relate to these texts than to devotional ones. Most important,
we have a series of payments made by Charles the Bold to scribes and illuminators in the early years of his
rule.'* Typical examples are those that relate to a copy of Quintus Curtius Rufus’s History of Alexander the
Great (cat. no. 54), as translated into French by Vasco da Lucena. In this case, the documents tell us who
was involved in the production of the manuscript, the relative cost of their contributions, and the rates of
pay for each miniature and initial.!* Separate consideration of such documentary evidence offers deeper
insights than the well-trodden path of matching document and manuscript. Because the manuscript sur-
vives in this case (cat. no. 54), however, we can also compare what was produced with what was paid for.¢
Most surprisingly, the strongest artistic contribution to the surviving work was from the Vienna Master
of Mary of Burgundy, whose payment is completely subsumed into the payment to the principal illumi-
nator for the project, the much less accomplished Loyset Liédet.

Taken on their own, the documents that have survived can be deceptive. Almost exclusively, they
relate to the purchases of the dukes of Burgundy. The contract between Mansion and Philippe de Hornes
offers a very rare insight into the mainstream of production for other members of the nobility, a produc-
tion that is adequately reflected by the significant number of surviving manuscripts that bear the marks
of ownership of other nobles. Consequently, a fair picture of production needs to take into account the
evidence of both documents and surviving works.

The documents concerned with the production of manuscripts of secular vernacular texts reveal
the costs of both materials and labor. Moreover, the concentration of a significant group of payments
from the late 1460s and the 1470s allows for easy comparison of relative rates of pay among contemporary
miniaturists,'” and between miniaturists and other book producers. The most extensive series of pay-
ments to one miniaturist, those to Loyset Liédet of Bruges, suggests that he established a scale of three
rates for miniatures of different sizes. Small miniatures cost 12 Flemish groats, average-sized ones 32, and
large ones 36 or even 40.'% Several contemporary miniaturists seem to have worked for similar rates of pay.
In 1470 the Brussels miniaturist Jean Hennecart was paid 48 Flemish groats for each miniature accompa-
nied by a large decorated initial in two copies of Guillebert de Lannoy’s Instruction d’un jeune prince made
for Charles the Bold (cat. no. 56). Two years earlier Willem Vrelant was paid the same amount for minia-
tures in the second volume of the duke’s copy of the Chroniques de Hainaut.* In 1469 Nicolas Spierinc
received either 32 or 36 Flemish groats for each miniature in nine copies of the duke’s Hotel ordinances.?

The only significant divergence from such rates of pay was in 1459, when Liédet was paid 120
Flemish groats for each of the fifty-five miniatures he produced for a copy of Jean Mansel’s Histoires
romaines.?' Indeed, such a high rate finds a sustained parallel only in the exceptional and extravagant pro-
duction of the Breviary of Charles the Bold (cat. no. 10), for which Simon Marmion painted ninety-five
miniatures at the rate of 120 or 180 Flemish groats each.?? The similar rate of 120 Flemish groats was paid
to Jean Le Tavernier in 1455 for his miniature of the Crucifixion in a book of hours made for Philip the
Good; most of the other miniatures contributed by him to this book of hours were paid for at a much
lower rate.?? No similarly high payments for a specified miniature appear to have been made in the case
of manuscripts of secular vernacular texts. The fact that lower rates were paid for miniatures that did not
employ full color* suggests that a significant proportion of the cost lay in the pigments used.?* Compari-
son of salaries suggests that most miniaturists were paid for their labor alone at rates similar to those of
other artisans, including painters.

In the case of two ducal manuscripts (see fig 23 and cat. no. 63) for which we know the price of all
components,? the miniatures account for 34 and 54 percent of the total cost of each book, respectively;

adding in the remaining illumination, the percentages rise to 37 and 62. The script accounts for 58 and 32



Figure 33
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OF YORK (?)
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percent, respectively. These figures reflect the much
higher density of illumination found in one of the
manuscripts.?” In each case, however, illumination
together with script made up nearly the full cost
of the volume. The other principal component, the
binding, cost a mere 5 and 6 percent, respectively.

The total price paid for a manuscript varied
greatly. Much depended on the length of the text and
thereby on the cost of its transcription. (Scribes were
regularly paid per quire of sixteen pages, a rate that
was intended to cover the cost not only of the work
but also of the writing materials, most notably the
parchment.)?® Colard Mansion charged Philippe de
Hornes more than twice as much for his Valerius
Mazximus as he charged Philip the Good for an illu-
minated Romuléon (fig. 33),” principally because the
first text required about twice as many pages.*® The
extent of the illumination was also an important fac-
tor. Especially lavish manuscripts cost the most.
Charles the Bold’s Quintus Curtius (cat. no. 16), for
example, cost no less than 5,382 Flemish groats. The
cost of most manuscripts of secular vernacular texts,
however, was small in comparison with the cost of
important devotional manuscripts such as Charles’s
breviary. For this the text alone cest more than all the elements of his Quintus Curtius, and the illumina-
tion four times that of the illumination of the secular text.*' Given that the daily wage of a master mason
was 12 groats and that 4 to 6 groats of that sum were spent on basic foodstuffs,?? it is clear that none of these
costs could be borne by anyone other than the rich nobility or urban elite. The total cost of Mansion’s two-
volume Valerius Maximus was equal to the entire earnings of a master mason for four hundred days. The
three illustrations in Charles the Bold’s copy of L'Instruction d’un jeune prince (see cat. no. 56) would have
cost the master mason his earnings for fourteen days.

What then of the social and economic structures that supported the production of manuscripts
of secular vernacular texts? Setting aside the wider issue of trade guilds, a subject discussed elsewhere in
this volume by Catherine Reynolds, I would like to explore some of the evidence for the smaller unit of
artisans responsible for production for particular volumes or sets of volumes. In the first place, it is clear
that the manuscripts were the result of the collaboration of several persons. Comparison of surviving
manuscripts with corresponding contemporary documents suggests that subcontracting was common-
place. At least two volumes for which Liédet was paid include significant contributions by artists whose
artistic styles are unrelated to his.** Although Spierinc received the money for the miniatures produced for
Charles the Bold’s Hotel ordinances, he did not paint them.?* These observations are hardly surprising,
given that both Liédet and Spierinc—despite not being binders—were also paid for the binding of each of
these volumes. In each case they acted as coordinators of the work of several people.

The role of coordinator—at least of the production of miniatures, decorated initials, and bind-
ing—appears to have been one taken on by illuminators.* By contrast, scribes were most frequently paid
merely for the transcription of text.** They sometimes copied the text of a volume in a center different,
and sometimes distant, from that in which the rest of the work was done. As a ducal secretary, David

Aubert followed his peripatetic masters. His manuscripts were copied at the current residence of the court
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Figure 34

Binding made for
Anthony of Burgundy’s
copy of Jean Froissart,
Chroniques, 1468. Berlin,
Staatsbibliothek, Ms.
Dep. Breslau 1, vol. 4,

front cover

and then dispatched to the illuminators.?” While the scribe Jan Du Quesne remained at Lille, many of the
manuscripts he transcribed passed up to Bruges for decoration and binding.*® By contrast, many illu-
minators worked in important artistic centers such as Bruges and were thus central to the production
of such manuscripts and in the best position to coordinate these projects. As illustrated by the example
of Mansion, however, some scribes did assume the role of libraire, which encompassed the activities of
coordination, bookselling, and more. Their relatively low profile is probably to be explained in terms of
the unfortunate dearth of documents that deal with purchases made by nobles other than the duke.

The production of most manuscripts of secular vernacular texts followed the traditional order of
a professionally produced volume but also conformed to a distinctive aesthetic.? First the text was copied
in one or two columns,® employing almost without exception a script known as littera bastarda, lettre
bdtarde, or lettre bourguignonne.** The vast majority of pages presented a spare but calculated look. The
black ink of the script was set against the white of heavily chalked parchment and the red or violet of
the ruling. The principal decorative element was provided in the right-hand margin by the ragged edge
of the unjustified text. Then the subsidiary decoration of initials, paragraph marks, and borders was
added. Decorated initials varied greatly, from those that occupied many lines, were fully painted, were
lavished with gold or, more rarely, historiated*? to those that occupied only one line and were executed
with pen and ink. Most commonly, the minor decoration of a volume comprised large illuminated initials
marking the main divisions of a text and small penwork initials marking smaller divisions such as chapters.
Chapter titles were written or underlined in red ink.

The margins of pages were treated in various ways. Sometimes borders were consciously omit-
ted altogether or for all but the opening miniature. Full borders were usually intended to accompany
full- or three-quarter-page miniatures. Partial borders usually accompanied smaller miniatures, most
frequently those that were only the width of one column on a two-column page; they were regularly
placed either in the outer margin or above and below the column occupied by the miniature. Once the
borders were completed, miniatures were added, sometimes in tandem with the major illuminated initial
that accompanied them. Although the shape of miniatures varied
greatly, their position was largely defined within the text block, and
the margins were encroached upon only by elements in the image,
rather than being fully occupied by marginal miniatures. Historiated
borders® and borders with roundel miniatures* were rarities. Full-
page miniatures were also relatively rare (see cat. nos. 120, 123); most
miniatures were accompanied by text on a page.

On completion of their decoration, all the leaves were gath-
ered together and sewn onto leather bands, and the bands were
attached to wood boards. The whole structure was then covered in
skin or fabric and embellished with metalwork bosses, corner pieces,
clasps, and title pieces.*” The metalwork fittings frequently bore the
arms or devices of the owner (fig. 34), and the most common cover-
ings were blind-stamped calf-—plain or dyed—or dyed velvet.*s The
most elaborate volumes also had an additional fabric cover and a
leather pouch.+

One of the most consistent features of manuscripts of secu-
lar vernacular texts was their adherence to integrated minjatures
(miniatures integrated with text). In this they followed traditional
manuscript practice but took a very different approach from manu-
scripts of devotional texts produced in the Low Countries, in which

it was standard practice to insert miniatures on individual leaves.
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Because producers of manuscripts of secular vernacular texts eschewed this new practice, all of the
decorative elements for these manuscripts were usually produced at the same center. This also bound
miniaturists more tightly into the production of the volumes they illustrated; the fact that the miniatures
were integrated with the text meant that these miniaturists would almost always have at least part of the
text before them.“® In contrast, miniaturists who contributed to books of hours and other devotional
manuscripts need never have seen the texts they illustrated or the pages that came to face their illustra-
tions. Consequently, there was much less need for such miniaturists to be literate. The standardization
of religious iconography and the plentiful supply of patterns for such images greatly helped miniaturists
engaged in illustrating devotional texts.

Mlustrators of secular vernacular texts did not always contribute to a volume immediately after its
text was written or its subsidiary decoration was completed. Several surviving volumes appear to have
been started speculatively and only illustrated fully after a client had been found.* Some, like Jan Crabbe’s
Virgil (cat. no. 118) and the Herbert Lydgate (cat. no. 130), merely had illustrations added; others, like
Edward IV’s copy of the poems of Charles d’Orléans (cat. no. 119), required more significant changes,
including the alteration or replacement of original leaves.*® Some remain only partly illustrated or totally
unillustrated to this day.”' In some cases, it is clear it was the choice of a buyer not to have any more
illustrations, or any illustrations at all, added.*

As stated earlier, manuscripts of secular vernacular texts were the product of collaboration among
several persons. Such collaboration involved not only those with different skills but also those with the
same skills. For example, many volumes contain miniatures painted by more than one hand (see cat. nos.
16, 66, 68, 71, 77, 79, 87). The balance of such contributions varied greatly; it was even possible for a minia-
turist to contribute only one miniature to an extensive campaign of illustrations. Explanations for such
collaboration vary. When, as often happens, the most accomplished artist contributed the opening or
principal miniatures (see cat. nos. 79, 87), the planners probably intended to highlight the work of that
artist. When a more accomplished hand appears buried within a volume (see cat. no. 54), however, it is
more difficult to find an explanation. In some cases, an otherwise incomplete volume was being finished.
In others, an otherwise inactive coordinator may have decided to contribute to a volume.

In any manuscript in which collaboration is evident, the cooperation between master and
apprentice is only one of several possible explanations. Collaborations could continue from one volume
to another or could occur only once. They sometimes produced stylistic juxtapositions that are startling
to a modern eye (see cat. nos. 16, 66, 68, 71, 79); given how frequently this contrast of styles within a single
volume occurs, however, this was apparently acceptable to a contemporary eye. Collaboration also
created the opportunity for artists to influence one another, either directly as partners in a project or
indirectly as successive contributors to a volume.

Miniaturists employed several different strategies for creating their illustrations.*® Some illustra-
tions were based on a fresh reading of the text by either the miniaturist or a coordinator of production.
Such a practice was not limited to new or uncommon texts but was also employed in profligate manner
for each manuscript of such relatively popular texts as Raoul Lefévre’s Recueil des histoires troyennes (see cat.
no. 123) and Lucena’s translation of Quintus Curtius (see cat. no. 63).°* lllustrations often appear at differ-
ent points in the text in different manuscripts, and even when the illustrations appear at the same points,
they are often of different subjects. Occasional use of written instructions to miniaturists within a manu-
script suggests that a coordinator of production has given fresh thought to the text.** Complete sequences
of instructions within a manuscript may suggest the same, or they could indicate the existence of a sepa-
rate sequence of instructions that were intended to be reused in other manuscripts.”® Another aid to the
illustrator were rubrics or chapter headings, many of which did not form part of the text when it was first
written; these seem to have been compiled for this purpose by coordinators of the production of manu-

scripts of secular vernacular texts.”
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Another aid in the illustration of a text was the visual model. In some cases, the similarity of the
llustrations of two manuscripts is so great that it is evident that either one was copied from the other or
they shared a common visual source that not only was complete in all its parts but was also fully colored.
This copying occurred in the closely contemporaneous production of manuscripts, such as in the Yale
and London copies of the Commentaries of Caesar (New Haven, Conn., Beinecke Library, Ms. 226, and cat.
no. 74),’® and also as a sort of replication of earlier manuscripts.”® Some sequences of illustrations,
although visually connected and inadequately explained in terms of shared textual guides, were clearly
not copied from each other directly but were based on a shared set of visual models. Two examples of this
are the Getty Quintus Curtius (cat. no. 63)%° and some contemporary copies of the same text, and the
Cambridge and Paris copies of Les Douze Dames de rhétorique (cat. nos. 69, 70). Sometimes these models
must have consisted only of outlines of each composition. Such models appear to have traveled into and
out of the Low Countries, thereby disseminating further their impact and influence.®’ In some cases,
as with Charles the Bold’s L’ Instruction d’un jeune prince (see cat. no. 56), the models probably accompa-
nied a text in its transmission from one center to another. In other cases, the models may have traveled
separately. In this way, images developed for one text came to be used again for another.5? As in other
contemporary artistic media, the reuse of patterns—including either whole compositions, figure groups,
individual figures, landscapes, or architectural structures—was common practice within particular
centers of illumination and for particular miniaturists and their assistants and followers.®* The reuse of
modules in woodblock illustrations of contemporary printed editions built upon strategies for image
creation employed by miniaturists. Strikingly, however, the artists illustrating secular vernacular texts
made little use of patterns developed and employed in other artistic media.*

Producers of manuscripts of secular vernacular texts were capable of making volumes that dif-
fered considerably from the mainstream of production in their overall appearance (see cat. nos. 85, 86).
For the most part, however, these producers created recognizably similar works.® When change oc-
curred, it was adopted quickly and consistently by producers. Thus, for example, flower borders, which
first appeared in devotional manuscripts in the mid-1470s, came later to secular vernacular manuscripts
but were a regular feature of them from the mid-1480s on (see cat. nos. 76, 119—22). Miniatures without
borders were a hallmark of Liédet’s manuscripts (see cat. nos. 54, 55) and came to be considered appropri-
ate for a high-status volume in the 1460s.5 In the 1470s borders returned as a consistent part of such man-
uscripts, and only in the 1480s did miniatures without borders make a reappearance.’’” From the late 1470s
onward, producers became less and less concerned about placing miniatures at the top of the page, or
even at the start of the relevant chapter and above the corresponding rubric (see cat. nos. 84, 96). Although
there were practical and financial advantages in less careful placement of miniatures, not least that of less
need for meticulous planning, the resulting look seems also to have chimed in with a contemporary fash-
ion and the taste for a more jumbled appearance.®® Such considerations of taste lead us to the role of the

consumers of secular vernacular manuscripts.

Consumers  Consumption of illuminated manuscripts of secular vernacular texts formed part
of a bigger picture of the consumption of both books and luxury goods. During the period under
consideration, books remained relatively rare by modern standards but were becoming more common
and affordable. The increasing availability of books printed with movable type made a significant impact
in this respect. And just as woodcuts and engravings widened access to images, so printing broadened
awareness and reading of texts. Literacy increased among both the upper and the middle classes. Among
the upper classes, however, this literacy seems mainly to have been restricted to the court vernacular
of French.® Luxury goods produced in the Low Countries had a dependable consumer base in the
ducal court. They also had an important export market based on strong economic, dynastic, and politi-

cal relations with the rest of Europe.” Within this market, goods from the Low Countries came to
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have a significant cachet among the rich and powerful. With the demise of the Bur-
gundian court around the end of the fifteenth century, consumers based in Spain,
Portugal, and the Italian and German states—with their increasing financial
resources, partly funded from the New World—were to prove invaluable to pro-
ducers in the Netherlands.

Looking at the full range of available evidence, it becomes obvious that there
were many different ways of obtaining an illustrated manuscript of a secular vernac-
ular text.”! Most obviously, but probably least frequently of all, consumers could
commission a volume and specify exactly each element that would make up the man-
uscript. At the other end of the scale, they could, and many did, buy a manuscript off
the shelf. Many such manuscripts had few subsequent additions or alterations made
to them. Some had no illustrations inserted in the spaces left for them; others had no
marks of ownership added.

The person with whom the consumer dealt also varied. As we have already
seen, several important purchases made by Charles the Bold were made through
illuminators, and it was they who arranged even the delivery of the finished work to
the duke.” In these cases the copying of the text was an entirely separate activity and
one apparently organized within the duke’s own household.”? A person who initiated or promoted a con-
temporary text was also someone through whose agency a consumer might obtain such a manuscript.
Such persons promoted works by circulating texts in manuscript within a circle of potential readers and
offering to have fine copies made for those who showed an interest. When soliciting the patronage of
Isabelle of Bourbon, countess of Charolais and second wife of Charles the Bold, the Portuguese noble
Vasco Quemada de Villalobos listed the characteristics of the volume on offer as fine parchment, fine
script, pictures, illuminated letters of gold, and a rich binding. Its proper destination, according to Vasco,
was the duchess’s chamber.?

A note recording the purchase in 1475 (by Hospitaller knight Philippe de Cluys) of an illuminated
copy of Lucena’s translation of Quintus Curtius appears to record an “off-the-shelf” sale (fig. 36a).7° At this
date the text was certainly much sought after by nobles, and it would certainly have been sensible for pro-
ducers to have copies in stock. The fact that this copy of Curtius includes a minimum
of personalization, clearly added post factum, and that it is one of several surviving
: copies to have been written and illustrated by the same scribes and artists, appears to
couel ¢ff confirm this as a likely scenario.”

Occasionally, written evidence of a consumer’s link with a volume and its
producers is provided by additional words, supplied by the scribe, at the end of the
text. Of all the colophons that survive, relatively few include the name of the person
for whom the volume was made.”” Several manuscripts that include consistent and
¥ (e fumigeec integral marks of ownership in their illumination have a colophon that provides
details of one or more of the following: the date, the scribe, and the place of writing
(but not the name of the owner).”® Even fewer contain colophons that state that someone commissioned
both script and illumination.”

Consumers of illuminated manuscripts of secular vernacular texts were mostly members of the
nobility (fig. 35). Many were from the upper nobility and part of the ruling class; others were their close
dependents from the lower nobility.*® Almost none was a member of the mercantile class. At the very
most, a merchant owned fine illuminated copies of printed editions of these texts;®' any aspiration on
his part to read and display them appears not to have required the acquisition of a manuscript copy.*?
The practice of these merchants contrasts sharply with that of such noble collectors as Raphael de

Mercatellis, who had manuscripts and illustrations copied after printed editions and woodcuts.*?
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Although this difference in practice might lead one to believe that the inhibiting factor for the merchants
was lack of money, this almost certainly was not the case;* many merchants and other members of their
class were as rich as contemporary nobles, and the price of an average illuminated manuscript was not
beyond their financial means.

The evidence of surviving manuscripts suggests that owners were almost exclusively male. When
arms, ex libris, and other marks of ownership occur, most are of a man, not a woman. Contemporary doc-
uments appear to confirm this imbalance. It is, however, probably incorrect to assume that consumers of
such manuscripts were exclusively male. Throughout the Middle Ages, women owned far fewer books
than men, and even the grandest of women had relatively small amounts of money to spend on books.*
Yet their interest in books is generally acknowledged, as is their important role in the education of chil-
dren.® It is therefore unsurprising to find some evidence of female interest in secular vernacular texts and
female use of manuscripts owned by and created for men.#” In addition to collecting devotional texts, Mar-
garet of York, for example, added her signature to a manuscript of Jean Mansel’s Fleur des histoires that
belonged to the Burgundian ducal library.®® Presumably she did so when she had the volume on loan. In
1420 Margaret of Bavaria had on loan from her husband’s library seventeen volumes, including copies of
Lancelot, Guiron le Courtois, Propriétés des choses, Boccaccio’s Des cas des nobles hommes et femmes, Renart,
Miroir historial in three volumes, Chroniques de France, Voeux du Paon, and Saint Graal.*°

Given that most texts were written in French, and assuming that most people who acquired man-
uscripts containing them wished to engage with the text, consumers were generally limited to those who
understood French. Whereas in the fourteenth century, or even early in the fifteenth century, French was
the common language of most western European courts, by the latter half of the fifteenth century its use
and familiarity as a literary language were restricted to a much narrower field. Across Europe, local ver-
naculars had risen in use and become more and more frequently employed in literature. Thus, although
French remained popular among the upper nobility in England, it suffered a serious decline in Spain, Italy,
and Germany. Despite such shrinkage in the consumer base for texts in French, very little attempt was
made to produce illuminated copies of texts in either Latin or other vernaculars.®® The lavish illuminated
copy of Jean de Wavrin’s Chroniques d’Angleterre owned by Pietro Villa, a Piedmontese resident of Bruges,*!
is a rare example of a Flemish manuscript of a secular text in French owned by a foreigner.

Collectors were most active in their middle and later years. Anthony of Burgundy, Wolfart VI
van Borssele, Louis of Gruuthuse, and Engelbert of Nassau made their most significant acquisitions
from around the age of forty.®2 Edward IV began his collecting at around the same age.®* Baudouin I de
Lannoy may not have begun until he was forty-five years old.** Even Philip the Good was most active
from his mid-forties onward.”* In each case, greater financial security made collecting possible. Was
greater leisure also a factor? Did more intense social interaction at court encourage collecting for con-
temporary prestige? Was collecting an activity more fitting for the middle-aged? Or was it viewed as an
investment for future enjoyment and reputation? The life span of each collector beyond the age of forty
certainly explains, in part, the size of each collection. Those who enjoyed a long life often continued to
collect into their later years. Louis of Gruuthuse, who died around the age of seventy, certainly took the
opportunity of his long life to form one of the most substantial collections of manuscripts. Those who,
like Charles the Bold, did not survive beyond forty-five years of age had correspondingly less opportunity
to build large personal collections.

Collections of manuscripts varied greatly in size. Those that included secular vernacular texts
could be extremely large. Most commonly, such large collections were the product of more than one gen-
eration of collectors and often derived not only from purchase but also from inheritance and gifts. Within
the collections formed during the period in question, vernacular texts were an important part. By far the
largest collection was that of the dukes of Burgundy.?® By 1469 it contained between 850 and 9oo volumes,
of which Philip the Good had acquired some 600.°” More than half of the manuscripts in that collection



T

Figure 36b

Signature of Philip

of Cleves, lord of
Ravenstein. In Jean
Mansel, La Fleur des
histoires, ca. 1480. 38 X
36.6 cm (15 X 10% in.).
London, British Library,
Royal Ms. 16 F.vii,

fol. 314 (detail)

REVIVING THE PAST 69

brftoze6 - ZTmes were of secular vernacular texts. The next largest collections were

- that of Louis of Gruuthuse, with around 190 volumes, principally of

S secular vernacular texts, and that of Philip of Cleves, lord of Raven-

stein, with around 140 volumes (fig. 36b).*® More than half of Louis of

} oy & ;\g\ , Q& etonmah Gruuthuse’s collection, which was largely formed by him alone, com-

| prised contemporary illuminated manuscripts.” A collection of at

" least 45 volumes was formed by Philip the Good'’s illegitimate son,

Anthony of Burgundy; of these, around 30 were contemporary

illuminated copies.’® Edward IV of England seems to have formed a

collection of similar size.!®' Smaller but significant collections of between 10 and 20 manuscripts of secu-

lar vernacular texts include those formed personally by Jean de Créquy; Antoine Rolin; Wolfart VI van

Borssele; Philippe de Hornes; John I1, lord of Oettingen and Flobecq; and Engelbert of Nassau.'*? Succes-

sive counts of Chimay —Jean, Philippe, and Charles de Croj— came to own more than 9o manuscripts.%

Jean IIl de Berghes, Sir John Donne, and the Burgundian ducal equerry Guillaume de Ternay appear to

have owned only a handful of volumes.** Many of these collections were formed by known patrons of
other contemporary forms of art and luxury goods.

The secular vernacular texts collected reflect very similar choices on the part of these nobles. The
texts that were illuminated were largely the same as those produced in more modest copies. Some were
contemporary; others were much older. Several contemporary texts proved very popular among con-
sumers. Some—such as Guillaume Fillastre’s Histoire de la toison d’or, Raoul Lefévre’s Recueil des histoires
troyennes (cat. no. 123), Lucena’s translations of Quintus Curtius’s text (cat. nos. 54, 63) and of Xenophon,
and Jean Miélot’s Romuléon—were consistently produced in deluxe copies. Older texts such as Froissart’s
Chroniques (see fig. 34 and cat. nos. 68, 71, 79) and the Faits des romains enjoyed significant but short-lived
popularity.'® Others, including Pierre Bersuire’s translation of Livy and the Grandes Chroniques de France,
were never revived in the Low Countries,'% despite contemporary awareness of them and the availabil-
ity of these texts in other centers of production. Earlier copies of these texts seem to have supplied any
demand for them.!%” Prose texts greatly outnumbered those in verse. History was consistently favored
over other subjects.'*® Advisory literature, particularly of the mirror-of-princes type, continued in popu-
larity. Both history and advisory texts frequently received lavish illumination. Even extremely long texts,
such as the chronicles of Froissart and of Jean de Wavrin (cat. no. 75), which filled up several large folio
volumes each, were repeatedly collected in deluxe editions.

Many manuscripts of secular vernacular texts were intended for reading aloud.'® Both Philip the
Good and Charles the Bold enjoyed hearing such texts.’’° They were read to the duke alone and in the
presence of his court, in his chamber when in residence, and in his tent when on campaign.!'' Together
with his other goods, books could travel with the duke; they were delivered on completion to his current
residence and, when required, formally removed from the ducal library to be used and stored wherever
suited his personal convenience.''? How such noble owners responded to or interacted with the illustra-
tions in their manuscripts is difficult to assess and never explicit in contemporary records. Like owners
of panel paintings,''® they almost never expressed an opinion on the works they owned. Yet the very
sophistication of the illustrations and their popularity must reflect considerable interest on the part of
the noble owners of such manuscripts. Although some critics have claimed that illustrations in these
manuscripts serve merely to mark out major divisions in the text or to enrich the volumes, I find this
explanation unsatisfactory and incomplete. llustrations were also vehicles of further meaning; they
commented on, explained, and highlighted aspects of narrative or argument in a text."’* At least one con-
temporary noted the improvement to be gained by the daily hearing and seeing of ancient deeds, old

chronicles, and wonders.!'
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It is difficult to quantify or make general statements about the influence of consumers on the
visual appearance of manuscripts of secular vernacular texts. The Mansion document cited at the opening
of this essay suggests that Philippe de Hornes was not involved in the selection of either artists or
illustrations. The agreement certainly appears to have allowed Mansion considerable scope in these areas.
This scope may, however, have been understood by both parties to be within certain clear limits and
restricted to the creation of volumes similar to ones shown to the buyer. The repeated contribution of cer-
tain artists to manuscripts made for particular nobles suggests that at least some consumers had aesthetic
preferences or were at least satisfied with a particular aesthetic. The Masters of Margaret of York and of
Anthony of Burgundy, for example, contributed to many of the manuscripts of Louis of Gruuthuse (cat.
nos. 61, 69, 71). If, as I argued earlier, the illuminator was often the coordinator, he would also have been
the consumer’s point of contact with production. Through dealings with this illuminator-cum-
coordinator, the consumer would have had a clear idea of the likely appearance of the decoration. His
choice would thereby have been an informed one.

The influence of one consumer on another is easier to determine. The noble sponsors of texts
often secured further patronage for an author. Most frequently, this sponsorship worked upward in soci-
ety; for example, Jean de Créquy repeatedly secured the formal dedication of a text to Philip the Good."¢
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From that point, the influence worked back down the social scale, the open approval of one member of
the ruling class encouraging interest from others at the court."” This interest on the part of social superi-
ors and inferiors led formally to the sponsorship of a further manuscript of the text. If a superior chose to
invest in a fine copy, an inferior might well consider investing in one also. The very frequent inclusion of
a presentation scene at the opening of each copy of a text seems intentionally to reinforce both the
authority of and link to the dedicatee.’** Communal reading, and perhaps also communal viewing, not
only would have encouraged wider interest in the text but also would have stimulated others to want their
own copies. Several of the nobles who added their names and mottoes to two manuscripts owned by
Engelbert of Nassau (fig. 36¢) themselves came to own similar manuscripts.'*® Some acquired the very
same text, and one close dependent of Engelbert commissioned a copy partially based on a manuscript be-
longing to Engelbert, to which he had previously added his name.'?°

Manuscripts of secular vernacular texts made an impact on the social milieu in several other
significant ways. First of all, they were lent by one noble to another. Several manuscripts that formed part
of the library of the dukes of Burgundy were lent in this way.}* Borrowers of books were sometimes stim-
ulated to have a copy made for themselves, as in the case of Jean de Wavrin, who came to own a manu-
script of Gilles de Chin, probably as a result of having borrowed the draft manuscript from Jean de
Créquy.'?2 Contemporary consumers attributed a positive value to faithful copies of other works, and thus
several manuscripts very closely resemble their models. Going one stage further, a collector could make
a gift of such a manuscript, either by extracting a volume from his own collection or by commissioning
o one for the purpose.'’?? A dependent could seek favor by presenting a fine
manuscript to a social superior who was a bibliophile.' Finally, parents could

pass on books to their children before or upon their deaths.’?
Successive owners took pride in what they had acquired from others.
Some, such as Paul de Baenst after he had acquired Jan Crabbe’s Virgil (see cat.
no. 118), made substantial additions to the illumination of their manuscripts.
Philip the Handsome paid for the careful restoration of several books he had
inherited from the Burgundian ducal library and also added his signature to
some."?® Adolph of Burgundy took great care to add his name and motto
next to those of his bibliophile grandfather, Anthony of Burgundy (fig. 36d).'%
Louis XII lavished great expense on imposing his marks of ownership on manuscripts previously owned
by Louis of Gruuthuse and on suppressing Gruuthuse’s arms, devices, and portraits.'?® Although many
noble collections were subsequently dispersed, the principal princely collections remained virtually
intact and came to form the foundations of the national libraries of England, Belgium, the Netherlands,

and France.

ORIGINS AND MOTIVATION

Commercial production of manuscripts of secular vernacular texts prospered in the Low Coun-
tries beyond the death, in 1477, of the last Valois duke of Burgundy. In the late 1480s, however, a significant
decline set in.'?® [llustrated manuscripts of such texts became a rarity, and their creation was clearly led by
consumers on an ad hoc basis (see cat. nos. 119, 120, 123). Text and image took on greater speciﬁcity and a
direct relation to the consumer. A manuscript, if created, was a more self-conscious choice on the part of
the consumer. This trend is particularly clear in the manuscripts of secular texts illuminated by the Mas-
ter of the Prayer Books of around 1500. Notably, it worked in the opposite direction for other luxury goods
produced in the Low Countries during the same period, in which case speculative production increased
steadily and came to dominate the market.!?°

It is worth pausing to consider the reasons for the demise of illustrated manuscripts of secular

vernacular texts. One explanation is that several book producers in the Low Countries, including Colard
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Mansion, quickly perceived the commercial advantages of printed books.’” Most important, printed
books offered a wider range of texts to a broader market. As a result, the numbers of scribes and illumi-
nators engaged in the commercial production of books declined, the necessary skills became less com-
mon, and the visual models were forgotten. In addition, the stability of the larger princely collections and
the decreasing cost of secondhand manuscripts made the creation of further copies of the same texts less
advantageous commercially. Newer collections, such as that of Charles II, count of Lalaing (1506 —1558),'%2
came to include more printed books, with a focus on humanistic texts.

The demise of deluxe copies of secular vernacular texts in the Low Countries is, however, best
explained by the contemporary shift of power and the court’s movement away from the Low Countries
under the Habsburgs, resulting in a lack of an influential demand for such manuscripts. Less exalted and
less permanent social groups, such as those formed among the nobility of Hainaut or around Engelbert
of Nassau,'** were unable to sustain an adequate demand. As more people of Spanish and German back-
ground became members of the court, there was a decline at the center of power in the interest in texts
not only written in French but also Francocentric in their subject matter and cultural origins. It is inter-
esting to note that during the same period, illuminated manuscripts of liturgical and devotional texts in
the Low Countries continued to be produced on a significant scale and came to enjoy wide ownership
among the upper nobility of Europe.!** At the same time, in France, fine manuscripts of devotional, litur-
gical, and secular vernacular texts continued to flourish.

Why then did manuscripts of secular vernacular texts come to be fostered and sought after within
the Burgundian court in the first place, long before their demise? Most modern critics view these manu-
scripts—both individually and in the form of libraries—as created and viewed as emblems of prestige and
cultivation, as well as a means to glory.’* According to these critics, the books spoke to contemporaries
through visible luxury and constituted signs of a ruler’s or noble’s magnificence. Within noble circles these
books were a necessary part of the outward signs of the courtly cultivation of an individual or group.
Independently or as a collection, the manuscripts were also a permanent monument representing a grand
achievement for which a noble might hope to be celebrated in the future.

Two further factors may have influenced the development and promotion of manuscripts of sec-
ular vernacular texts. First, a crucial role was played by contemporary patterns of friendship and patron-
age. The influence of such relationships in the dissemination of preference and taste was undoubtedly
very great. Second, we need to look again and more closely at the persistent and often elaborate person-
alization of such volumes through the addition of the arms, devices, and mottoes of the owner.'** Most
modern critics view these features merely as welcome clues to the identity of the owner of a particular
volume and therefore regard them as the decorative counterparts of written ex libris. Few have consid-
ered this virtual meeting point of text and owner, past and present, as a conscious link, binding each to the
other as part of a joint hypertextual statement. In this context I would suggest that many such manuscripts
were conceived as markers in the life of a particular social class. Throughout this period members of the
nobility sought ways to redefine themselves, distinguish themselves from other social classes, and bind
together their upper and lower tiers. The creation, possession, and enjoyment of illuminated manuscripts
of secular vernacular texts were certainly distinguishing pursuits, and ones that seem to have become a
shared passion of many nobles.

At the same time that these manuscripts were being produced and consumed in the Low Coun-
tries, Italy was experiencing a major cultural change. Most prominently, in Florence the Renaissance was
in full swing. The rediscovery of both the artistic and the literary heritage of classical antiquity was
injecting new vigor into artistic, intellectual, and political life. Artists sought to emulate and imitate
classical forms; humanist scholars and their patrons recovered, collected, and read texts written in classi-
cal times. Neither protohumanism nor a Northern Renaissance can, however, fully explain the cultural

origins of illuminated manuscripts of secular vernacular texts. Professional book producers for, and con-
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sumers within, the luxury market in the Low Countries did show some interest in humanistic texts.'?’”
New and sensitive translations of ancient authors such as Quintus Curtius and Xenophon did have
significant successes.'*® Such texts, however, formed a very small part of those copied and consumed.
Older medieval and contemporary nonhumanistic texts—such as Froissart’s Chroniques and Lefevre’s
Recueil des histoires troyennes—formed a much larger proportion and were sought after as part of a consis-
tent approach to and interest in the past. Underpinned by and in parallel with the more intellectual inter-
ests of important court officials such as Charles’s chancellor Guillaume Hugonet,'* this interest in the
past—and the reading of secular vernacular texts— offered nobles practical benefits in terms of political
skill and knowledge and also examples of virtuous and noble action through which they might achieve
honor.'*Northern nobles sought to understand the present and their position in it by reference to the past.
They were not principally interested in truth but in a credible and involving account of the link between
past and present. The past could be best understood couched in contemporary terms. It needed to be
revived in contemporary dress so that it would strike home with power and immediacy. Thus, contem-
porary miniaturists in the Low Countries made no attempt at all’antica reconstruction, and consumers
showed no signs of wanting such an approach. Alexander the Great could thus be compared with Charles
the Bold with ease, and readers could become engaged in the story of a Macedonian king who had ruled
nearly two thousand years before. In this respect, illustrations to secular vernacular texts share the same
concerns as those of contemporary illustrations to liturgical texts. The latter sought to bring an immedi-
acy to images of heaven and to the lives of Christ and Christian saints and to enable the devout to share in
the joys and sorrows, elation and suffering of Christ, the Virgin, and other saints. The former sought to
enable contemporary nobles to become Charlemagne, Julius Caesar, or Alexander the Great.’*

MODERN RECEPTION

IMustrated manuscripts of secular vernacular texts produced in the southern Netherlands have
provided a particularly rich store of images for the illustration of modern texts on various aspects of
medieval history and for medieval merchandise for the modern public. Colorful and naturalistic, the
images in such manuscripts have been seized upon with enthusiasm by picture researchers, antiquarians,
and historians of medieval costume, warfare, and daily life. As a result, these images have reached a wider
audience than they ever obtained or were intended to obtain during their own time. Through their direct
appeal to a modern audience and repeated popular reproduction, some have become modern icons of late
medieval European culture. They have thus done much to shape our perceptions and understanding of the
cultural history of the Middle Ages and early Renaissance, of the meeting point of these two periods in
western European history, and of the development of the secular domain in Western civilization.

Modern exposure, however, has a price. The miniatures in manuscripts of secular vernacular texts
are frequently discussed or reproduced without a context or an understanding of the means by which—
and reasons for which—they were created. Their naturalistic detail often distracts from their idealism and
artifice. The text they illustrate is very often ignored, or at least not reproduced. To unwary viewers, these
images offer simple views of medieval life, “photographs” of the age before photography. The abuse of
these images is commonplace and has a long history.'*?

Let us take three examples. First, two miniatures from Engelbert of Nassau’s beautiful manuscript
of Le Roman de la rose (cat. no. 120)—The Garden of Pleasure and The Dance of Sir Mirth (ill. 120)—have been
used repeatedly as the quintessential image of late medieval courtly love and ease.**> The costumes of their
figures do indeed reflect contemporary court fashion. Their subjects, however, are particular episodes
from the text of Le Roman de la rose. This text was written in an era very different from that of Engelbert
of Nassau. It was hardly ever illustrated in the southern Netherlands and never in such an extravagant
fashion as in Engelbert’s manuscript. The illustrations therefore require a particular explanation. Impor-

tant factors for the creation of the miniatures in Engelbert’s manuscript include a nostalgia on his part for
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Figure 37 (opposite)
MASTER OF ANTHONY
OF BURGUNDY
Bathhouse. In Valerius
Maximus, Faits et dits
memorables des romains,
translation by Simon de
Hesdin and Nicolas de
Gonesse of Facta et dicta
memorabilia, ca. 1470.
44.2 X 33.4 cm (177%6s X
1376 in.) Berlin,
Staatsbibliothek, Ms.
Dep. Breslau 2, vol. 2,
fol. 244

the lost days of Burgundian splendor. Seen in this light, these miniatures appear to echo images such as
The Hunting Party of Philip the Good (Versailles). They also form part of a fin de siécle retrospection and
antiquarianism that revived interest in the Roman.

The second example is the Bathhouse miniature of the Breslau Valerius Maximus (fig. 37), which
has been reproduced repeatedly in modern times as offering insight into the underbelly of late medieval
life— of what lay under all the splendor and pageantry. As the Breslau manuscript and other contempo-
rary copies of Valerius Maximus (see cat. no. 66) show, however, this subject was frequently used to
illustrate a particular story offered by the Roman author as an illustration of physical indulgence. In that
story, of Hannibal’s army at Capua, he lists among their wasteful pleasures “wine, meats, prostitutes,
gaming, and doing nothing.” Since the artists were both illustrating their text and drawing on what they
knew of their own world, the image needs to be understood as reflecting both sources. It is not an undis-
torted peek through the keyhole at medieval life.

The third example is the image of the Canterbury pilgrims taken from the Herbert Lydgate
(fig. 38), which has been frequently reproduced since the nineteenth century. Not only is this an image of
John Lydgate—not his more famous predecessor Geoffrey Chaucer (it illustrates Lydgate’s Siege of Thebes,
not Chaucer’s Canterbury Tales)—it also dates from the early sixteenth century (not the fourteenth) and is
by Flemish, not English, hands. Knowing this detracts considerably from the image’s power as a British
cultural icon.

The present volume provides the opportunity to consider together a generous selection of illus-
trations in manuscripts of secular vernacular texts. My hope is that it offers insight into the culture that
gave rise to the illustrations, the artists who created them, and the nobles who paid for and viewed them.
To understand the origins and contemporary purpose of these illustrations is to understand more fully the
aspirations of artists who added beauty to our world. It also helps us understand more fully the powerful
patrons who did so much to shape western Europe at the end of the Middle Ages and the beginning of the
modern era. Put simply, understanding how illustrations revived the past for producers and consumers of

these manuscripts illuminates the Renaissance centuries later.

Notes

1. This documentation was first published in Carton 1847: 370—71.
See also Dubois 2002: 615-19; and Pinchart 1865: 13— 14.

2. On Mansion, see Brussels 1973: 212-38.

3. Thirteen manuscripts and one printed copy of secular vernacu-
lar texts were recorded in his residence at Antwerp in 1488 (Génard
1875: 21--30). Of these, at least eight were written on parchment and
illuminated. As indicated by the presence of incomplete works (there
was only one of the two volumes of Valerius Maximus), Philippe de
Hornes had had a much larger collection than was listed in 1488. Sur-
viving manuscripts that belonged to him include three volumes of
Froissart’s Chroniques (Denucé 1927: 13—16); a Chroniques de Charlemagne
(Dresden, Sichsische Landesbibliothek, Ms. Oc. 81); and vol. 4 of
Mansel’s Fleur des histoires (Copenhagen, Kongelige Bibliotek, Ms.
Thott 568 2°). He may also have owned, and had updated, a fine illu-
minated book of hours (Leeds, University Library, Brotherton Ms. 4;
see Ker 106992, 3: 30~34; and Brussels 1959, no. s57).

4. See Di Stefano 1963: 403 —6; and Di Stefano 1965: 210-13. On the
outstanding popularity of Valerius Maximus, see Guénée 1980: 250.

5. Volume 2 was described in 1488 as “un ouvrage en parchemin,
avec figures, relié en velours bleu avec fermoirs et clous en cuivre doré
et portant pour titre ‘Le 2d volume du grand Valere’” (Génard 187s:
25). Dubois (2002: 616—-23) has identified the two volumes as Paris,
Bibliothéque de I'Arsenal, Mss. 5194 -5195.

6. For an outline of this history, see De Hamel 1994.

7. For a cautious view of the origins of secular manuscript illus-
trations, see Picht 1986: 22—28.

8. For the early stages of this process, see Petrucci 1977: 5-26.

9. See Brussels 1967a.

10. These include principally romances, histories, and advisory,
moral, and philosophical texts.

11. Contemporary copies of the same translation of Valerius
Maximus were illuminated at Bruges for Jean Gros (Leipzig, Univer-
sitdtsbibliothek, Ms. Rep. 1 fol. 11b), Anthony of Burgundy (Berlin,
Staatsbibliothek, Dep. Breslau 2), Jan Crabbe (Bruges, Grootsemi-
narie, 157/188, 158/189, 159/190), Louis of Gruuthuse (Paris, Biblio-
théque nationale de France, Mss. fr. 288, 289), and Edward IV (Lon-
don, British Library, Royal Mss. 18 E.iii, 18 E.iv); several copies of the
text as printed by the Josephus printer in the 1470s were also illumi-
nated at Bruges (see Brussels 1973: 188; Lenger 1985; and Brinkmann
1997: 91-102). Four further copies (Berlin, Staatsbibliothek, Ms. 94;
Jena, Universitdtsbibliothek, Ms. El. fol. 88; London, British Library,
Royal Ms. 17 E.iv; Paris, Bibliothéque de I’Arsenal, Ms. 5196) had their
illumination completed around the same time in either the north of
France or Flanders. In 1464 Jehan JII de Hangest, lord of Genlis (d.
1490), even passed his captivity in Parjs writing an abridged version of
the French translation of Valerius Maximus, printed by Vérard in 1497
(Contamine 1997: 264; Lucas 1970: 247, n. 227).

12. My division does not imply that there is anything mechanistic
about this process or that one part of the dynamic necessarily precedes
or leads the other. I do not wish to promote a teleological explanation
and prefer to see book production and consumption as a circle of self-
renewing activity. Putting one before the other in the following text is
merely necessary, not significant.

13. For more on the book trade and the production of luxury
goods in the Low Countries, see Prevenier and Blockmans 1986:
282-372.

14. Pinchart 186s: 3-10.
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Figure 38

GERARD HORENBOUT
John Lydgate and the
Canterbury Pilgrims.

In john Lydgate,

Siege of Thebes, fol. 148
(see cat. no. 130)

15. Pinchart 1865: 7, 9—10.

16. De Schryver 1979b: 472-73.

17. See Martens (M.) 1999: 412-13.

18. Based on Pinchart 1865. Twelve groats were paid for the small
miniatures in Charles’s Quintus Curtius and Bible moralisée; 32 groats
for miniatures in the Chroniques de France, vols. 1 and 2 of the Songe du
viel pelerin, and vols. 3, 4, and 5 of Renaut de Montauban; 36 groats for
miniatures in the Vie du Christ, vol. 3 of the Chroniques de Hainaut, vols.
1 and 2 of Renaut de Montauban, vols. 3 and 4 of Charles Martel, and the
large miniatures in the Bible moralisée; and 40 groats for the large minia-
tures in the Quintus Curtius.

19. Pinchart 1865: 6; de Schryver, in Van den Bergen-Pantens
2000: 75.

20. De Schryver 1960b: 456 -57 nn. 6, 7; Pinchart 186081, 2: 207.

21. Dehaisnes 1881: 209 (B 2037).

22. Pinchart 1860 81, 2: 202-3.

23. Dehaisnes 1881: 197 (B 2018).

24. Jean Le Tavernier, for example, was paid 24 groats for average-
sized miniatures in grisaille in a book of hours for Philip the Good, and
probably also in his Chroniques et conquestes de Charlemagne (Dehaisnes
1881: 197 [B 2018], 20910 [B 2037]).

25. Van Uytven 1992: 1011

26. For details, see Pinchart 1865: 5, 7, 9—10.

27. The Vengeance contains twenty miniatures in 304 folios; the
Quintus Curtius, eighty-six miniatures in 270 folios.

28. Comparison of surviving manuscripts suggests that page size
was an important factor in these costs. Yvonnet Le Jeune was paid 32
groats per quire for Charles the Bold’s Vengeance (Chatsworth, Duke of
Devonshire, Ms. 7310) and 48 groats per quire for his Quintus Curtius
(Paris, Bibliothéque nationale, Ms. fr. 22547). The pages of the former
(37 X 26 cm [14%6 X 10% in.]) are around half the size of those of the
latter (48 X 38 cm [187% X 14'%¢in.]). Earlier Jacotin du Bois and Jacques
Pilavaine were paid at the rate of 50 groats per quire (Cockshaw 2000:
45— 46).

29. On the Romuléon, see Pinchart 1860 — 81, 2: 190; also McKendrick
1994: 153 n. 23. The Romuléon cost 2,160 groats, and the Valerius Maximus
4,800 groats.

30. The Romuléon survives as Besangon, Bibliothéque municipale,
Ms. 850, a large folio parchment manuscript of 287 folios (see
McKendrick 1994: 153, 167). Philippe de Hornes’s copy of Valerius
Maximus (Paris, Bibliothéque de I'Arsenal, Mss. 5194 —5195) comprises
about 544 folios. Estimating the cost of the Romuléon at a rate of 50
groats per quire and 48 groats per miniature produces a total of 2,232
groats, a figure remarkably close to that paid by Philip the Good.

31. The text of the breviary cost 5,440 groats, and the illumination
13,310 groats. For the Quintus Curtius, the illumination cost 3,376
groats.

32. Van Uytven 1992: 103 - 4.

33. Paris, Bibliothéque de I’ Arsenal, Mss. 5087, 5088 (see Paris 1993
no. 44), and cat. no. s4.

34. De Schryver 1969b: 448.

35. The dominant role of the libraire in Paris (see Rouse and Rouse
2000) does not seem to have pertained in the Low Countries. At
the 2002 Annual Palaeography Lecture in London, Malcolm Parkes
argued that the same is true for England.

36. An apparent exception is the payment to David Aubert for hav-
ing a manuscript for Jacques de Bourbon illustrated and bound (Straub
1995: 311; Charron and Gil 1999: 84). Aubert may not, however, have
been the scribe of this manuscript; he may merely have been coordi-
nating work on the duke’s behalf. Charron and Gil (1999: 84— 85) pro-
pose that Aubert’s colophon in Anthony of Burgundy’s copy of the
Roman de Gillion de Trazegnies states merely that the patron had
ordered both the transcription and the decoration. This proposal is
supported by Aubert’s more explicit colophon in Louis of Gruuthuse’s
copy of the same text (Wolf [E.] 1996: 252).

37. Charron and Gil 1995: 96 —98.

38. Those illuminated at Bruges include cat. no. 63; London
British Library, Royal Mss. 17 Fi, 17 F.vi—vii; and former Longleat,
Marquess of Bath, Botfield Ms. 2. See McKendrick 1996a: 3031, 44, 46.

39. See Hasenohr 1990: 349 —52.

40. Even in large-format volumes, one column was more com-
monly used in the time of Philip the Good (Hasenohr 1990: 349). Dur-
ing the rule of Charles the Bold, and in contrast to humanistic book
practice, the more traditional two-column format returned to favor.

41. See Brown (M.) 1990: 42; also Bruinsma 1992 156 — 64.

42. Rare sequences of historiated initials occur in cat. no. 58; Paris,
Bibliothéque nationale, Ms. 137 (Jung 1997: 102—3; Scott [K.] 1976: 15,
pl. 6a); and Baltimore, Walters Art Museum, Ms. W.307.

43. In contrast, borders with figural or animal elements were rela-
tively common. See, for example, cat. nos. s7-59, 68, 71, 75.

44. Rare examples occur in the frontispieces of a Josephus (Paris,
Bibliothéque de I'Arsenal, Ms. 5082, fol. 3v) and a Guiron le Courtois
(Oxford, Bodleian Library, Douce Ms. 383, fol. 17). Both date from the
1480s, are from the same artistic circle, and are probably influenced by
earlier Parisian manuscripts.

45. For the documented binding on a Chroniques de France made
for Charles the Bold, see Legaré 1999.

46. Notable survivals include the bindings of Anthony of



Burgundy’s four-volume set of Froissart’s Chroniques (see fig. 34, this
chapter) and Philip of Cleves’s Quintus Curtius (Wieselgren 1925: 81,
fig. 1). See also Lemaire 1983: 7—-16.

47. Charles the Bold, for example, had these made for his Vita
Christi and his Quintus Curtius (Pinchart 1865: 6, 9).

48. Significantly, and in contrast to earlier practice (cf. Rouse and
Rouse 2000), many miniaturists worked solely or almost entirely on
the illustration of secular vernacular texts.

49. Of a four-volume set of the Miroir historial, now divided
between London and The Hague, only the first volume was illumi-
nated for Edward [V; the other three were completed for Philip of
Cleves (see Chavannes-Mazel 1988: 106 -10).

50. See also cat. no. r21.

51. One volume in which only the opening miniature of a much
longer campaign was executed is Wolfart VI van Borssele’s Ovide meta-
morphose (Saint Petersburg, Russian National Library, Ms. Fr.E.v.XIV.r;
see Jung 1997: 103—4). His Faits des romains (Paris, Bibliothéque
nationale, Ms. fr. 20312 bis) has a similar opening miniature but did
have the other miniatures added (McKendrick 1990: 124, pl. 7).

s52. In, for example, a manuscript of the Faits des romains (Paris,
Bibliothéque nationale, Ms. fr. 281), spaces were left for the same cam-
paign of illustrations as those executed in three other manuscripts (see
McKendrick 1990: 116, 129).

53. See Alexander 1992: 52—71.

54. See Aeschbach 1987: 24 -57; McKendrick 1996a: 53, 101-3. For
similar treatment of Jean Miélot’s translation of the Romuléon, see
McKendrick 1994: 160.

55. See, for example, the few traces of instructions in volume 3
of Jean de Wavrin's Chroniques d’Angleterre made for Edward IV
(McKendrick 1994: 163, n. 86).

56. Shared written instructions are a sufficient explanation for the
similar illustrations in two contemporary manuscripts of Petrus de
Crescentiis from the same artistic circle (cat. no. 65, and Paris, Biblio-
théque de I'Arsenal, Ms. 5064), as well as the very similar illustrations
in the Flemish manuscripts of the French translation of the Fortalitium
fidei of Alfonso de Spina (see Fifield 1972: 98 ~111).

57. For four closely related copies of the Faits des romains with
identical rubrics, see McKendrick 1990: 115-16.

58. See also the two large miniatures in Louis of Gruuthuse’s
copies of Gaston Phébus’s Livre de la chasse and Frederick 11 of Hohen-
staufen’s De arte venandi cum avibus in French translation (Geneva, Bib-
liothéque publique et universitaire, Mss. fr. 169, 170) and two contem-
porary miniatures in Philip of Cleves’s copies of the same two texts
(Stuttgart, Wiirttembergische Landesbibliothek, Ms. HB XI.34a). See
Wood and Fyfe 1955: kxxiii~Ixxv, pls. 16, 17, 21, 22. For color reproduc-
tions of these miniatures, see Walz 1994: pls. 18, 19. Another pair of
manuscripts owned by Gruuthuse and Cleves comprise two contem-
porary copies of Jean de Beuil's Jouvencel (Paris, Bibliothéque
nationale, Ms. fr. 192, and Munich, Bayerische Staatsbibliothek, Ms.
gall. 9). Two contemporary manuscripts of Jan Du Quesne’s transla-
tion of Caesar’s Commentaries share the same compositions in all their
large miniatures (see cat. no. 74); two others (London, British Library,
Egerton Ms. 1065; Oxford, Bodleian Library, Douce Ms. 208) share
some compositions.

59. For such a replication (of a Quintus Curtius), see McKendrick
1996b: 141 44.

60. See McKendrick 1996a: 50— 62.

61. The dissemination of such models may be the best explana-
tion of why compositions produced by Jean Hennecart to illustrate
Guillebert de Lannoy’s L’Instruction d'un jeune prince reappear in man-
uscripts illuminated in Tours (see cat. no. 56), as well as why composi-
tions produced by Rouen artists to illustrate Jean de Courcy’s
Bouquechardiére (see Chancel 1987: 224—28) came to be reused in two
copies illuminated by the Master of Fitzwilliam 268 and the Master of
Margaret of York (New York, Morgan Library, Mss. M.214, M.224;
Paris, Bibliothéque nationale, Mss. fr. 65-- 66; de Chancel 1987: 247- 49,
270-72). In contrast, direct descent from the original manuscript
appears to explain why compositions produced in Provence for René
d’Anjou’s Livre des tournois reappear in three Bruges manuscripts of the
same text (Paris 1993: 236).
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62. The Rambures Master’s opening miniature in a copy of
Valerius Maximus (Paris 1993: no. 47) is clearly based on a composition
devised by Lieven van Lathem (cf. Bruges 1992: pls. on 114, 115; see also
cat. nos. 58, 59).

63. In an illustrated manuscript of the Miroir historial, for example,
the same figure group is used in a miniature by the Master of Edward
IV and by one of his assistants, the Master of the Trivial Heads (The
Hague, Koninklijke Bibliotheek, Ms. 128 C.i, vol. 2, fol. 58, and vol. 3,
fol. 268). For the reuse of other figure groups of the Master of Edward
1V, see the biography of this master, this volume; see also cat. no. 84.
For more on the reuse of patterns in other artistic media, see Van
Uytven 1992: 109—T0.

64. Pace Van Buren (1979: 368 ~70) argues that patterns originally
created for a monumental work of art were used as models for manu-
script illustrations.

65. Delaissé (in Brussels 1959: 182—85) notes a move to greater
uniformity from around 1475.

66. De Schryver (in Van den Bergen-Pantens 2000: 89 n. 19) cor-
rectly notes that Liédet did contribute some borders.

67. Most notably in the manuscripts illuminated by the Master of
1482 and his assistants. These include The Hague, Koninklijke Biblio-
theek, Ms. 133 A.5; London, British Library, Add. Ms. 19720 and
Egerton Ms. 1065; Lyons, Bibliothéque municipale, Ms. 1233; New
Haven, Beinecke Library, Ms. 230; Oxford, Bodleian Library, Douce
Ms. 208; and Paris, Bibliothéque nationale, Ms. fr. 1837.

68. Scott (M.) 1980: 190—-205.

69. See Guénée 1980: 314—18; Hasenohr 1989: 245, 255, and
Contamine 1997: 274-77.

70. Prevenier and Blockmans 1986: 342 47; also Van Uytven 1992:
107—8 (with extensive bibliography).

71. For a different interpretation of the evidence from that which
follows, see Sutton and Visser-Fuchs 1995: 61-98.

72. On deliveries, see Charron and Gil 1999: 88—90. On the recep-
tion and retention of manuscripts by the garde des joyaux, see de
Schryver, in Van den Bergen-Pantens 2000: 83~ 89.

73. On David Aubert in this role, see Charron and Gil 1999: 96 -98.
Other scribes who were probably attached to a household include
Yvonnet Le Jeune for Charles the Bold, described as “clerc escripvain”
(Pinchart 1865: 5, 7); Jacotin de Ramecourt, secretary to Isabella of Por-
tugal (Lieberman 1970, p. 470; Sommé 1998: 325, 326, 360, 362, 446, 458);
and Thierion Anseau, described as Baudouin II de Lannoy’s “serviteur
et escripvain” (see cat. no. 97). Jean Paradis described himself twice as
Louis of Gruuthuse’s “indigne escripvain” (sec Paris 1992: no. so; and
Bruges 1992: 126).

74. On Vasco Quemada, see Gachard 1845: 147—48; also Brussels
1991: 121-23. Jean de Créquy was another who promoted texts by cir-
culating them (Gil 1998b: 69 ~93; see also Willard 1996: 55— 62). Proba-
bly also serving this role was Jean de Montferrant, for the Douze Dames
de rhétorique (see cat. no. 70).

75. London, British Library, Burney Ms. 169; sce McKendrick
1996a: 24.

76. McKendrick 1996b: 137 n. 21. Other volumes profusely illus-
trated by the same artists and lacking any early marks of ownership
include Jean de Wavrin’s Chroniques d’Angleterre (Vienna, Osterreichis-
che Nationalbibliothek, Ms. 2534; see Picht and Thoss 1990: 39 - 45) and
Raoul Lefévre’s Recueil des histoires troyennes (Wolfenbiittel, Herzog
August Bibliothek, Ms. A.1. Aug. fol.).

77. Such colophons are preserved in only 12 of the 190 volumes
collected by Gruuthuse (see Bruges 1992: 126) and 7 of the 45 surviving
from the collection of Anthony of Burgundy (Van den Bergen-Pantens
1993: 324).

78. See, for example, cat. no. 83.

79. Two such rare manuscripts are Anthony of Burgundy’s and
Louis of Gruuthuse’s copies of the Roman de Gillion de Trazegnics (see
Wolf [E.] 1996: 252, 258).

80. See Hasenohr 1989: 246.

81. On such copies of the French translation of Valerius Maximus,
see note 11 in this essay and cat. no. 67; on fine illuminated printed
copies of Boethius, see Cambridge 1993: nos. s7-59, and Arnould 2002.
See also cat. no. 73.
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82. For more on the aspirations of merchants and their desire to
imitate the practice of the nobility, see Van Uytven 1992: 106.

83. Derolez 1979: 16, 294, 305~ 6; also Arnould 1988.

84. Further research needs to be undertaken to clarify what the in-
hibiting factor was. One possibility is the differences in class culture.

85. Buettner 2001: 9—-12.

86. Bell 1088: 149 87.

87. Although when discussing women’s collections in general,
Hasenohr (1989: 248) considered this interest marginal, she later
(p- 248) admitted to the recorded use of men’s books by “princesses.”

88. Brussels, Bibliothéque royale, Ms. 9233; see Lemaire 1994: 298.

89. Doutrepont 1906: NoS. 68, 69, 81, 82, 134, 14951, 154, 170, 204;
Doutrepont 1909: 466. The swift incorporation into her nephew’s
library of books delivered to Margaret of Burgundy from her late hus-
band’s library suggests that they were not delivered for her use (see
Derolez 2001: nos. 96, 97).

90. Rare exceptions in Latin include two volumes owned by Jan
Crabbe (cat. no. 118 and Boccaccio’s Genealogia deorum [Bruges 1981:
no. 88]); two copies of Virgil (The Hague, Koninklijke Bibliotheek,
Ms. 76 E.21; Edinburgh, University Library, Ms. 195); and the Historia
de Preliis (Aberystwyth, National Library of Wales, Peniarth Ms. 481).
The Latin manuscripts illuminated for Raphael de Mercatellis form
a library totally distinct from contemporary libraries. For a rare
example in English, see cat. no. 84; for an Italian translation of Livy
with illustrations by Flemish artists, see Limentani Virdis 1981: no. 9.

o1. Paris, Bibliothéque nationale, Ms. fr. 87. Pietro Villa also
owned a copy of Valerius Maximus in Latin (London, British Library,
Burney Ms. 210).

92. On these collectors, see Van den Bergen-Pantens 1993, Bruges
1992, and Korteweg 1998.

93. Some consider circa 1478 to be the crucial turning point of
his collecting; see Backhouse 1987: 25-28; McKendrick 1992: 153;
McKendrick 1994: 164; and Sutton and Visser-Fuchs 199s: 80.

94. See cat. no. 97.

5. Brussels 1959: 12; see also Doutrepont 1909: 467.

96. On the library of the dukes of Burgundy, see Brussels 1967a;
see also Blockmans 1998: 7-18. A useful statistical breakdown of the
types of text in the Burgundian library is given in Hasenohr 1989: 278.

97. Hasenchr (1989: 278) counts 831-ca. 880 volumes; Blockmans
(1998: 7) counts 867.

98. The figures for Gruuthuse are based on Bruges 1992: 198-99
(to which I add an additional manuscript: London, British Library,
Cotton Ms. Vespasian B.i, a copy of Guillebert de Lannoy’s Instruction
d’un jeune prince, bearing the arms of Gruuthuse and illuminated by
the Master of the Harley Froissart, McKendrick 2003: pl. 20). The
figures for Philip of Cleves are based on Finot 1895: 433—34. In each
case, I count the total number of volumes, not texts.

99. Lafitte 1997: 248.

100. Van den Bergen-Pantens 1993.

1o1. Backhouse 1987,

102. See, respectively, Gil 1998b; Legaré 1901: 91-93; McKendrick
1990: 124, 137, N. 48 (to this list, I now add two further volumes in
Jena, noted in Knaus 1960: col. 576, n. 16); Génard 1875; Lemaire 1993;
Korteweg 1998.

103. Debae, in Brussels 1696: 201-5.

104. Thoss 1987: nos. 58, 61; Backhouse 1994: 48 —53. Two manu-
scripts illuminated for Guillaume de Ternay are Darmstadt, Hessische
Landesbibliothek, Ms. 133 (Olschki 1932: pl. 60), and Krakéw, Biblioteka
Czartoryskich, Ms. Czart. 2919 V (Plonka-Balus 2002 and Plonka-
Balus 2002b).

105. See Le Guay 1998 and McKendrick 1990.

106. An exceptional copy of volume 1 of Bersuire’s translation was
copied and illustrated for Louis of Gruuthuse merely to complete a set
with much earlier copies of volumes 2 and 3 (Lafitte 1997: 251).

107. Barlier manuscripts formed an important part of many con-
temporary collections—including those of Louis of Gruuthuse, Philip
of Cleves, and the Cro§y family—and there was a buoyant market in
such manuscripts.

108. Hasenohr 1989: 246 - 47.

109. Coleman 1996: 109 - 47.

170. On Philip, see Doutrepont 1909: 466 67; on Philip’s reader,
see Doutrepont 1909: 141, 228, 236. Contemporary observers—includ-
ing Charles Soillot, Guillaume Fillastre, Olivier de la Marche, Philippe
Wielant, and Raymondo de Marliano (see Brussels 1977a: 15, n. 39;
Smeyers 1998: 355; and Paravicini and Paravicini 2000: 287, n. 159)—
noted Charles’s passion for having accounts of the past read to him.
Charles’s favorite reader was Guy de Brimeu, lord of Humbercourt
(see Paravicini 1975: 89).

1. On Charles’s reading in camp before Neuss in 1475, see
Vaughan 1973: 163.

112. See de Schryver 2000: 83—8g; Charron and Gil 1999: 96 —98.

113. See Campbell 1976: 189.

114. For a good discussion of these issues, see Lawton 1983: 41-52;
see also McKendrick 1996b: 136.

115. Brussels 1977a: 15, 1. 39. Jean de Créquy was also “given to
looking at, studying and possessing books” (Gil 1999: 73).

116. Gil 1998b.

117. See cat. no. 74.

118. See Stroo 1994: 285-98; and Dubois, in Van den Bergen-
Pantens 2000: 119 -24.

119. For the names and mottoes added in the first manuscript
owned by Engelbert of Nassau, see McKendrick 1996b: 148, fig. 1. For
the names and mottoes added in Engelbert’s second manuscript, a
copy of Isaie le Triste dated 1445 (Darmstadt, Hessische Landes- und
Hochschulbibliothek, Ms. 2524), see Knaus 1960: col. 573.

120. McKendrick 1996b: 141, 144.

121. In 1469 a manuscript of Perceforest was on loan to Louis of
Luxembourg, count of Saint Pol (Doutrepont 1909: 466), and a manu-
script of Jean Lebégue’s translation of Bruni’s De prino bello punico was
on loan to Anthony of Burgundy (de Schryver 2000: 85).

122. Gil 1998b: 83— 84.

123. See cat. no. 85. Around 1477 Guillaume de la Baume appears
to have supplied Margaret of York and Mary of Burgundy with a man-
uscript from his collection to present to Sir John Donne (Backhouse
1994: 50—51); in 1489 Louis of Gruuthuse had his manuscript of René of
Anjou’s Livre des tournois copied for presentation to Charles VIII (Paris
1992: NO. 51).

124. Such a motivation may lie behind the apparent transfer of
ownership of Jacques le Grand’s Livre de bonnes moeurs (transcribed by
Aubert) from the ducal financier Guillaume Bourgeois to Anthony of
Burgundy. On this manuscript, see Van den Bergen-Pantens 1993: 353;
Straub 1995: 9o.

125. For an English perspective, see Rosenthal 1982: 535~ 48. Forin-
formation on women who passed on books, see Buettner 2001: 12-16.

126. Dehaisnes 1881: 209 (B 2173); Pinchart 1860-81, 11 61-62;
Pinchart 186s: 37.

127. Van den Bergen-Pantens 1993: 324.

128. Bruges 1981: 207~ 8; Paris 1992: 195.

129. There was, however, less of a decline in France.

130. Campbell 1976: 198; Van Uytven 1992: 108~9.

131, Brussels 1973.

132. Mestayer 1991: 199-216.

133. See Legaré 1992: 209; and Korteweg 1998: 17-22.

134. See the introduction to part 4, this volume.

135. See, for example, Boudet 1997: 271-73.

136. See Pastoreau 1989: 196 —200.

137. Monfrin 1967: 285 - 89; MonfTin 1972: 143—44.

138. Bossuat 1946; Gallet-Guerne 1974.

139. Vanderjagt 1995: 267-77; Paravicini and Paravicini 2000.

140. See Vale 1981: 14 -32.

141. On such models of noble conduct, see Heitmann 1981: 97-118;
see also Franke 1997a: 113 46.

142. Backhouse 1997b.

143. See, for example, the reproduction of The Garden of Pleasure
on the cover of The Art of Courtly Love (1973), an EMI recording of
performances by the Early Music Consort of London, directed by
David Munrow.
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FROM PANEL TO PARCHMENT AND BACK: PAINTERS AS

MASTER OF THE
BERLIN CRUCIFIXION
OR CIRCLE

Christ Blessing

(detail, ill. 1)

ILLUMINATORS BEFORE 1470

THoMAS KREN

round 1470 the Vienna Master of Mary of Burgundy imbued the illuminated page

with the verisimilitude found in Flemish painting in oil on panel (see part 2). This

event marks a turning point in the history of manuscript illumination as artists began

to develop qualities of naturalism in book painting. Yet the Vienna Master’s bold new
style was not the first instance in which the visual aesthetic of Flemish oil painting appeared in miniatures.
A range of examples were executed before 1470 by painters in oil, who for the most part illuminated man-
uscripts sporadically and sparingly. (Simon Marmion, who worked in both media regularly, is the notable
exception to this.) The painters’ miniatures that survive are few; here and there a single minjature in tem-
pera that captures the subtle effects achieved by the painters in oil shows up in a book with other minia-
tures that display a more traditional, less naturalistic style.!

The earliest, most celebrated instance of the naturalistic style is the series of miniatures in
the Turin-Milan Hours that are generally attributed to Jan van Eyck (ca. 1390 —1441) or his workshop (fig.
39). They are usually dated to the 1420s, though occasionally as much as a decade later. Georges Hulin de
Loo called the painter of the miniatures “Hand G.”? This artist is often identified with Jan van Eyck
because Hand G perfected the illuminator’s technique of tempera on parchment in a way that parallels
Van Eyck’s much-heralded perfecting of the technique of oil on panel.’ In the truthfulness of his mini-
atures, Hand G raised manuscript illumination to a new level of refinement and subtlety. Moreover, he
had a gift for pictorial invention comparable to Van Eyck’s. The originality of Hand G’s miniatures rests
in their boldness in the depiction of interior space and landscape, their subtlety in the handling of light
in different environments, their quality of observation, and their monumentality.* Since the Burgundian
court particularly appreciated manuscript illumination and illuminators, it is tempting to think that Van
Eyck, who was Duke Philip the Good’s favorite artist, also executed miniatures for him, including those
assigned to Hand G. Whatever the case, Hand G’s miniatures represent milestones in the history of
Flemish painting.

In addition to the illuminations of Hand G and the closely associated Hand H, the Van Eyck work-
shop’s involvement with manuscript illumination is further evidenced by subsequent campaigns in the
Turin-Milan Hours, in particular those of Hands I and J (cat. no. 1). Van Eyck’s legacy to manuscript illu-
mination is arguably as significant as that to his signature medium of oil on panel.

Given the important role of illumination at court, it is not surprising that the single surviv-
ing commission for a miniature that Rogier van der Weyden received came from Duke Philip. Van der
Weyden's frontispiece for the Chroniques de Hainaut (cat. no. 3) represents the apogee of court portraiture

of this era and enjoyed a wide influence.
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Figure 39

HAND G

The Birth of Saint John the
Baptist, ca. 1440—45. In
the Turin-Milan Hours,
28 X 20 cm (11 X 81in.).
Turin, Museo Civico
d’Arte Antica, Ms. 97,
fol. g3v

Cl

»

Sl

FROM PANEL TO PARCHMENT AND BACK

o € HCIRC mame nee nostie me dns |

'- nonunrmco.crmrmtosmciﬁmr

q gladuum aauann (ubregumento
manusluc proteatt me polieme

Petrus Christus may have begun his career
as an illuminator, though only a single illumina-
tion from his hand has come down to us (cat. no.
6). His technique in the oil medium betrays strong
affinities with illuminators’ working methods (see
cat. nos. 4, 5). Presumably he learned the tempera
medium early in his career. His art also shows
familiarity with the Eyckian miniatures of the
Turin-Milan Hours.?

Of all the painters active before 1470,
Simon Marmion is the most important forerunner
of the new style of illumination. A full generation
older than the Vienna Master, he learned early in
his career the skills of both the oil painter and the
illuminator. He was the first artist to introduce the
naturalism of the oil painter’s aesthetic to the art of
the miniature, employing the style consistently
from one book to the next. His artistic practice
enabled him to draw upon innovations in both
media, so that his work in each medium informed
that in the other (see cat. nos. 7, 14, 46, 93).

The evidence from these four artists and
their workshops confirms what was likely often,
though not always, the case throughout the Middle
Ages. Painters also illuminated manuscripts, and
the boundaries within the different practices were
not invariably rigid. Many painters worked in var-
ious media. At the same time, the rarity of surviv-
ing examples also indicates what was equally true
in fifteenth-century Flanders: most painters in oil

on panel—with the exception of Marmion, who

moved easily from panel to parchment and back-—illuminated manuscripts only occasionally if at all. Yet

the examples discussed here show that the painters themselves contributed to introducing the new natu-

ralism of the medium of oil on panel to the illuminated page.

Notes

1. The work of Willem Vrelant exemplifies the more traditional
but still highly successful style of miniature that is illustrative of a
broad segment of book painting in Bruges and Flanders before 1470
(see cat. no. 15; cf. also the Llangattock Hours [cat. no. 2], where the
older and newer traditions meet). Examples of this more conservative
style, though not by Vrelant, are also found in cat. nos. 3 and 6.

2. Hulin de Loo 1911: 27-36.

3. Regarding the chronology of Hand G, see “Flemish Artists of
the Turin-Milan Hours,” following.

4. See Marrow’s comments on these innovations and their signifi-
cance for their religious subject matter in Van Buren, Marrow, and
Pettenati 1996: 227—-31.

5. Ainsworth, in New York 1994a: 58 —59, 60, 81— 82, 148, 173.
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FLEMISH ARTISTS OF THE TURIN-MILAN HOURS

ntil the Hours of Mary of Burgundy (cat. no.

19), no manuscript had captured the verisimil-

itude of Flemish painting— especially its inno-
vations in the use of light, texture, and space—as brilliantly
as a select group of miniatures in the Turin-Milan Hours.
The manuscript represents a portion of the prayers and
masses from the Trés Belles Heures of John, duke of Berry,
which, still unfinished, was separated from the core of the
book. It subsequently entered the possession of William VI
of Bavaria (d. 1417), count of Holland, Zeeland, and Hain-
aut; of his brother and successor, Count John (d. 1425); or of
both. Under these and subsequent patrons, its program of
illuminations, begun toward the end of the fourteenth cen-
tury by Parisian and other French illuminators, was
finished by Flemish artists working in the first half of the
fifteenth century.

The Flemish portion, known today as the Turin-Milan
Hours, has a rich history. It was divided into two separate
volumes, one in the Biblioteca Nazionale in Turin, the other
in the Trivulzio collection in Milan. Tragically, in 1904
the Turin portion was gravely damaged by fire. Subse-
quently, in 1935, the Museo Civico d’Arte Antica in Turin
acquired the Trivulzio portion. Both volumes contained
miniatures that have long been associated with Jan van
Eyck and have often been attributed to him. Although the
attributions remain a topic of considerable controversy,
most scholars agree that certain miniatures assigned by
Georges Hulin de Loo to Hand G represent some of the
most advanced expressions of the new style of painting that
Van Eyck himself perfected. They include, in the surviving
volume in Turin (ex Trivulzio), The Birth of Saint John the
Baptist (see fig. 39), The Mass for the Dead, The Discovery of the
True Cross, and the famous bas-de-page scenes that accom-
pany the first two of these miniatures—The Baptism of
Christ and A Procession to the Grave—along with a group of
miniatures in the destroyed companion volume.' These
illuminations to a degree represent an even more advanced
and complex handling of interior spaces and of landscape
than appears in the paintings of Van Eyck. Hulin de Loo
called them “the most marvelous that had ever decorated a
book and, for their time, the most stupefying known to the
history of art. For the first time we see realized, in all of its
consequences, the modern conception of painting. . . . For
the first time since antiquity, painting recovers the mastery
of space and light.”2 Nevertheless, Hulin de Loo considered
Hand G to be Hubert van Eyck, while Albert Chatelet,
Anne van Buren, and others believed him to be Jan.? Still
others have argued that Hand G was a follower of Jan.? The
dating of the miniatures ascribed to Hand G has meanwhile
also remained a subject of debate, with dates ranging from

the end of the lifetime of Count William to the last years of
the life of Count John, when Jan van Eyck was in his service
(1422—25), to the late 1430s.

What is important, and seems to be generally agreed,
is that the miniatures by Hand G are wholly original, even
progressive compositions within the Eyckian idiom. They
present a revolutionary visual language long considered
perfected in the medium of oil on panel yet here employed
in tempera on parchment. If one follows the older and
more traditional arguments that place the miniatures
before the death of Count John, then they date eartlier than
any surviving Eyckian works in oil on panel.* As such their
existence raises provocative questions about the role that
manuscript illumination may have played in the emergence
of the vaunted verisimilitude of Eyckian oil painting.

Hulin de Loo identified several styles among the Flem-
ish illuminators who helped to finish the book after Hand G.
He assigned these styles to illuminators he called Hands H
through K. Their work seems to have taken place over
many decades, into the 1440s, carrying on even after Jan
van Eyck’s death in 1441. The miniatures continued to show
Van Eyck’s stylistic influence and to employ a body of motifs
from the workshop. The evidence suggests that manu-
script illuminators were counted among Van Eyck’s work-
shop assistants, a fact that appears to be corroborated by
technical features in his own paintings.® Above and beyond
the question of whether Jan van Eyck himself illuminated
manuscripts, which seems more than likely, his workshop
probably trained assistants with the ability to practice both
media. Represented in this catalogue are several of these
illuminators (or their workshops), such as the ones Hulin
de Loo identified as Hands I, ], and K (see cat. nos. 1, 2).
Hands I and | worked together in one phase of the book’s
execution, probably during the early 1440s. Hand K, work-
ing in the second half of the 1440s, is usually identified as the
Master of the Llangattock Hours or as related to him.”

Hulin de Loo grouped Hands I and ] together as illumi-
nators whose styles are closely related and who executed
a group of bas-de-pages in the existing Turin volume and
the volume that was destroyed. Their style is Eyckian and
accomplished. They draw closely upon Eyckian models.®
He related the miniatures of Hand J narrowly to a frontis-
piece miniature in Saint Augustine’s La Cité de Dieu, made
for Jean Chevrot, bishop of Tournai (Brussels, Bibliothéque
royale de Belgique, Ms. 9o1s, fol. 1), without explicitly iden-
tifying them as by the same artist.® Chatelet believed that
the miniatures ascribed to Hands I and ] were all by the
painter of the Chevrot frontispiece, whom he called the
Master of Augustinus.'® Van Buren argued that only cer-
tain miniatures within the I and J group are by this painter,
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whom she called the Master of Jean Chevrot, after the same
manuscript in Brussels.!! Van Buren believed one of the
illuminators in the Hand ] group to be a panel painter. She
renamed him the Master of the Berlin Crucifixion, after a
painting in Berlin (Staatliche Museen, Gemaildegalerie, inv.
525F).!2 The Brussels manuscript is dated 1445, while Van
Buren assigned the Chevrot Master’s contribution to the
Turin-Milan Hours to around 1441. Like the other Flemish
artists who contributed to completing the Turin-Milan
Hours, Hands I and ] appear to have worked in Bruges.*?

Hand K was the last and the weakest of the illumina-
tors in the Flemish group; his style is still Eyckian, but he
was probably painting outside the workshop environment.
He borrowed extensively from various of his predecessors
among the Flemish illuminators of the Turin-Milan Hours,
especially Hand G. Nevertheless, his contribution to the
manuscript was considerable, especially in the bas-de-page
scenes and the now-destroyed calendar.’s Chatelet identi-
fied Hand K as the Master of the Llangattock Hours, a
Bruges book of hours from the 1450s (cat. no. 2)."* Van
Buren believed that Hand K can be divided into several
hands, the primary one of which she named the Master of
Folpard van Amerongen and identified as the main painter
of the Llangattock Hours.' The Hand K illuminators were
probably active around 1445—s0.

While the interactions between painters and illumina-
tors around and including Van Eyck remain to be clarified
(a daunting task), it is clear that manuscript illuminators,
some possibly trained in his workshop as both painters and
illuminators, continued to follow Eyckian models into the
1450s. The influence of Van Eyck on the art of the book was
strong. The Turin-Milan Hours, the Llangattock Hours,
and the Hours of Paul van Overtvelt (cat. no. 6) indicate the
importance of the new style of painting but also raise ques-
tions about the ongoing interaction between painting and
illumination in these years. T.K.

Notes

1. The Betrayal of Christ, historiated initial, and bas-de-page; Saint
Julian on the Water; The Virgin as the Queen of Heaven and bas-de-page;
and Duke William of Bavaria at the Seashore, historiated initial, and bas-
de-page; Hulin de Loo 1911: 30-31.

2. Hulin de Loo 1911: 31 (author’s translation). For a very thought-
ful and compelling analysis of the miniatures” broader importance for
the history of painting and the history of art, see the remarks by Mar-
row in Van Buren, Marrow, and Pettenati 1996: 227-31.

3. Hulin de Loo 1911: 30 —39; Chitelet 1993: 68 —73; Van Buren, Mar-
row, and Pettenati 1996: 313-23, 385. While Chatelet accompanies his
attribution with a question mark, he offers particularly telling obser-
vations about the conceptual and stylistic links between Hand G and
Jan van Eyck. Van Buren gives Hand G’s Discovery of the True Cross
(Turin, Museo Civico d’Arte Antica, inv. 47, fol. 118) to Hubert and the
rest of Hand G’s miniatures to Jan.

4. E.g., Lyna 1953: 7—20; Dhanens 1980: 350 —53; Campbell 1998: 174;
Reynolds (C.) 2000b: 6 -12.

5. These arguments include Durrieu 1902: 16—17; Hulin de Loo
1911: 26-29; and more recently Van Buren, Marrow, and Pettenati
1996: 298 —307, 313—23.

6. Buck (1995: 67-72; see also New York 1998: 89) observed that the
technique of the Metropolitan Museum'’s Last Judgment panel suggests
that it may have been finished by an illuminator. Marigene Butler
offered a close comparison of the technique of the Turin-Milan Hand
H, the painter of The Agony in the Garden, with that of the painter of the

Philadelphia Ecstasy of Saint Francis, a work certainly painted in the Van
Eyck workshop (Van Asperen de Boer et al. 1997: 41— 42, see also 47-50
for evidence localizing the latter’s production to the Van Eyck work-
shop). It is pertinent in the present context that the latter is executed
in oil on parchment, further evidence of the Van Eyck workshop’s
employment of the illuminator’s traditional painting support.

7. Not discussed here, because he was not represented in the exhi-
bition, is the important Hand H, whom Hulin de Loo thought to be
the young Van Eyck, and others have considered to be Petrus Christus
or Jan Coene. Cf, e.g., Hulin de Loo 1911: 36 -38, and Chatelet 1993:
74—76. Chitelet identified the artist as possibly Coene; Van Buren,
Marrow, and Pettenati (1996: 330-31) believe that he is the Master of
the Philadelphia Saint Francis, hence an artist who worked in both oil
and tempera.

8. Cf,, e.g., Smeyers, in Van Asperen de Boer et al. 1997: 65-74.

9. The Hand ] miniatures in the surviving volume, in the opinion
of Hulin de Loo (1911: 40—43), included the following bas-de-page
scenes: Moses with the Tablets of the Law, Confession and Communion,
Jonah and the Whale, and The Sacrifice of Isaac, along with the initials on
the pages with the second and the third of these.

10. Chatelet 1993: 77-78.

11. Van Buren, Marrow, and Pettenati 1996: 33233, 386. Van Buren
also attributed to the Chevrot Master one of the miniatures Hulin de
Loo attributed to Hand F (ex Biblioteca Nazionale, Turin [destroyed),
fol. 77v; Chatelet 1967: pl. 43). Chatelet considered his Master of
Augustinus to have been a member of Van Eyck’s atelier, while Van
Buren believed that her Chevrot Master was not. For the Brussels
manuscript and also for the Turin-Milan Hours, the [ and J artists had
access to Van Eyck workshop drawings.

12. Jones (2000: 203) has suggested that the miniarures of Hand J
are closely related to certain Eyckian paintings, such as The Fountain of
Life (Madrid, Museo del Prado; and Oberlin, Ohio, Allen Memorial Art
Museum).

13. Chitelet (1999) argued that the Master of Augustinus could be
identified with Jean de Pestinien, who enjoyed the positions of “varlet
de chambre et enlumineur” to Duke Philip the Good. He attributed to
this artist a substantial and diverse body of works that also includes
miniatures in the Hours of Philip the Good (Cambridge, Fitzwilliam
Museum, Ms. 3-1954) and the Hours of René of Anjou (London, Brit-
ish Library, Ms. Egerton 1070). His view of the artist’s activity is quite
different from that of Van Buren. The Master of Jean Chevrot/Master
of Augustinus/Hands I and J of the Turin-Milan Hours deserve to be
the subject of a fuller investigation. Bernard Bousmanne (1997: 72—74)
discussed the Chevrot Master’s influence on Vrelant.

14. Hulin de Loo 1911: 45— 49; Van Buren, Marrow, and Pettenati
1996: 386.

15. Chételet 1993: 80~ 8s.

16. Van Buren, Marrow, and Pettenati 1996: 346 49, 386. Schilling
(1961: 232~34) believed that the Llangattock Master was at best a fol-
lower of Hand K. On the Master of Folpard van Amerongen, see cat.
no. 2, note 2. Konig (1998b: 354 - 63, no. 26) identified a book of hours
on the art market not long ago as by the Master of the Llangattock
Hours. It is certainly from the artist’s workshop.
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MASTER OF THE BERLIN CRUCIFIXION OR CIRCLE
AND MASTER OF JEAN CHEVROT OR CIRCLE

Christ Blessing

Leaf from the Turin-Milan Hours

Bruges, ca. 1440 - 45

One leaf, 27.2 X 17.6 cm (10 Y16 X 6'%s in.); justification: 16.7 X
1.1 cm (676 X 4% in.); recto: 20 lines of textura; verso: 1 half-page
miniature, 1 bas-de-page miniature

cOLLECTION: Los Angeles, J. Paul Getty Museum, Ms. 67 (2000.33)

PROVENANCE: John, duke of Berry (1340—1416); William VI, count
of Holland, Zeeland, and Hainaut (d. 1417), and/or John of Bavaria,
count of Holland (d. 1425); dukes of Savoy, by seventeenth century;
private collection, Ostende; acquired 2000

jpcem and RA

his miniature from the Turin-Milan Hours shows a

full-length iconic figure of Christ holding rounded
tablets with a passage from John 14:6, Ego sum via [et] veri-
tas [et] vita [1 am the way and the truth and the life]. He
appears before a background of exceptionally fine diaper-
ing (repetitive geometric pattern), raising his hand in bless-
ing. James Marrow has argued convincingly that the
unusual round-topped tablets he holds, in place of an open
book, allude to Moses and the Old Law. The Gospel inscrip-
tion on the tablets represents the New Law. Marrow has
further suggested that the figure is derived from a lost pro-
totype by Van Eyck that other illuminators also drew
upon.! Particularly Eyckian is the modeling of the face and
the facial type of Christ, including the handling of the hair,
along with the conception of the drapery folds. The Eyck-
ian refinements extend to such details as the large jewel that
secures the figure’s mantle, the quietly shimmering fine
white and yellow rays of the halo painted over the intricate
diapering, and even the floor tiles. In the mantle differing
shades of red are applied in thin, semitransparent layers.
While executed in tempera, they recall the glazes of the oil
painter’s technique.

The style recalls that of Hand J in the Turin-Milan
Hours as defined by Georges Hulin de Loo and appears to
be closest to one miniature in the damaged volume from
Turin (fig. 40).2 The facial type and hair of Christ, along
with the bunching of the drapery folds (and the resulting
zigzag pattern of the hemline), in the Getty leaf resemble
closely these features in the same figure in Christ Teaching
the Pater Noster to the Disciples (see fig. 40), attributed by
Hulin de Loo to Hand J. In both depictions Jesus” hands and
feet have a similar boneless quality. Anne van Buren iso-
lated the Pater Noster miniature from the Hand J group
and ascribed it instead to the panel painter who executed
the Eyckian Crucifixion in Berlin (Staatliche Museen,
Gemildegalerie, inv. 525F).? Although the facial types there
are quite different from those in the Pater Noster minia-
ture, the handling of the drapery is similar. The columnar
treatment of the robe and the handling of its folds are simi-
lar in the figures of Saint John the Evangelist in Berlin and
in the Getty Christ. Likewise, the organization of the man-
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tles of both John and the Virgin in bunches of inverted
V-shaped folds with zigzag hemlines is comparable to that
of the Getty Christ’'s mantle.4 In both, the drapery conveys
breadth and monumentality. Another telling detail is the
continuous straight line that links the front edges of
Christ’s toes in both works. It is not certain that the Getty
Christ Blessing and the Pater Noster miniature are by the
Master of the Berlin Crucifixion, but the miniatures and
painting are closely related. The link confirms this illumi-
nator’s close ties to the Van Eyck workshop.”

Many of the miniatures and marginal vignettes executed
for the Turin-Milan hours in the 1440s evoke the words of
the text they accompany, and the bas-de-page composition
of Ms. 67 may do so as well. The prayer “Savoureus Ihesu-
crist tres debonnaires sires” is directed to Christ, begging
him to pardon the supplicant’s persecutors and grant them
paradise through his pity, and asking the same compas-
sion for himself, that he might pardon his enemies and
so receive pardon for his sins.® The subject matter of the
bas-de-page miniature may be more difficult to pin down
than that of the main miniature, yet it appears to embody
closely the words of the prayer and may at the same time
have had a contemporaneous association. At center, a cleric
presents two kneeling knights to an elegantly dressed aris-
tocrat. The lord raises his left hand in greeting and extends
his right to clasp the right hand of the foremost knight,
who places his left hand on his heart and gazes meekly for-
ward. The second, wearing an empty scabbard on his belt,
crosses his arms on his chest in a gesture of submission; his
unsheathed sword and a helmet lie discarded on the grass.
The humble gestures and postures of the knights imply that
they are beseeching pardon for some deed; the lord, with his
proffered hand, conveys his forgiveness. Susan L’Engle, in a
perceptive unpublished paper, has related the action to the
expiatory ritual known as the amende honorable, which was
popular with Burgundian authorities as a means to shame
political offenders without physically punishing them.”

The bas-de-page miniature is not by the same hand as
the large miniature, and its technique is quite different, fea-
turing a thicker, more opaque medium, especially in the
costumes. Distinctive features are the gently rolling terrain,
the green color of the grass, and the architecture, which call
to mind the celebrated frontispiece miniature in Jean
Chevrot’s La Cité de Diew manuscript (Brussels, Biblio-
théque royale de Belgique, Ms. gors, fol. 1). Marrow attrib-
uted the bas-de-page to the painter of the frontispiece, the
Master of Jean Chevrot, to whom Albert Chitelet also
attributed all of the miniatures by Hands I and J and to
whom Van Buren attributed some of the miniatures by
Hand ], some by Hand I, and one by Hand F.® The figures
show the same squat proportions and round facial types,
and the settings display similar architecture to that found
in the work of the Eyckian Hand F, who painted many
bas-de-page and historiated initials in the Turin-Milan
Hours. Yet the Getty bas-de-page is not by the same hand.?
Nor do the figure types or details of the landscapes compare
closely with those bas-de-pages ascribed by Hulin de Loo
to Hand J.7°
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Figure 40

MASTER OF THE
BERLIN CRUCIFIXION
OR CIRCLE

Christ Teaching the Pater
Noster to the Disciples.

In the Turin-Milan
Hours, 28 X 20.2 cm
(11 X 8in.). Turin,
Biblioteca Nazionale,
Ms. K1V 29, fol. 6ov
(prior 1o 1904)
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The leafis one of eight removed, probably in the seven-
teenth century, from the portion of the book now in the
Biblioteca Nazionale in Turin."' It followed folio 75 and
bears the conclusion of the prayer “Pardurables diex gou-
verneres,” which began on the verso of that leaf. The
prayer that begins below the miniature, which is on the
leaf’s verso, is completed on the recto of one of the
removed leaves (Paris, Musée du Louvre, Cabinet des
Dessins, R.F. 2024).1% T.K. and S, LE.

Notes

1. Marrow 2002: 68 —72.

2. Hulin de Loo 19112 39—~ 40; this is known today only in mediocre
black-and-white reproductions (Durrieu 1902: pl. 36; Chatelet 1967
pl. 36).

3. Van Buren, Marrow, and Pettenati 1996: 331-32.

4. The Crucifixion, attributed to Hand H by Hulin de Loo in the
well-preserved volume (Turin, Museo Civico d’Arte Antica, inv. 47,
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fol. 48v), features very similar coloring in the drapery of Saint John the
Evangelist. He wears an orange-red mantle with a green lining. Hand
H, whose drawing of hands and other details is finer than that of the
painter of the Getty leaf, has been identified at various times with the
young Jan van Eyck (Hulin de Loo to1r: 36-38), Petrus Christus
(Hoogewerff 1936 — 47, 2:8—9), and Jan Cocene, an assistant in the work-
shop of Van Eyck (Chételet 1993: 74—76). Van Buren believed that the
Chevrot Master painted The Crucifixion but that the miniature was
then repainted by the Master of the Philadelphia Saint Francis (Van
Buren, Marrow, and Pettenati 1996: 330 -31).

5. Moreover, the artist of the Getty Christ Blessing employs the dis-
tinctive Van Eyck workshop pattern for the light-colored floor tiles.
They also appear in the painting Virgin and Child with Saints Barbara
and Elizabeth and Jan Vos (New York, Frick Collection), which scems to
have been finished in the artist’s workshop in the years immediately
after Van Eyck died (Marrow 2002: 70). This is further evidence of our
painter’s close association with painters in oil on panel. For a thought-
ful discussion of the use of workshop patterns for architectural details
in Van Eyck’s workshop paintings, including the Frick Virgin and Child,
see Jones 2000: 197—207.

6. Sonet 1956, no. 1884: “Savoureus lhesucrist tres debonnaires
sires se il est nul ne nulle qui mal me vucille ne qui mat me cacent qui
soient mes anemis mes contraires ne mes persecuteurs, sire pardonnes
leur et leur donnez paradys par nostre pitie.”

7. Marrow (2002: 72-74) has proposed several alternative inter-
pretations for the scene, of which the most intriguing is a depiction of
an Old Testament event described in Exodus 18:1—7. Jethro, priest and
father-in-law of Moses, brings Moses” two sons and his wife, Sephore,
back to him. This would connect the subjects of miniature and bas-de-
page through the person of Moses. Quite a few of the bas-de-page
scenes in the Turin-Milan Hours have Old Testament subjects.

8. Chatelet (1993 77-78) called the Chevrot Master the “Master of
Augustinus.”; Van Buren, Marrow, and Pettenati 1996: 332—33, 386.
Hulin de Loo (1911: 40) associated the style of Hand ] with the La Cité
de Dicu frontispiece but did not go further than that.

9. The miniatures by Hand F may have belonged to an carlier
campaign. They include initials and bas-de-pages on folios 57, s7v, 58,
and 8ov in the destroyed Turin volume (Chatelet 1967: pls. 31-33, 45)
and the initials and bas-de-pages on fols. 1v and 20v in the current Turin
volume (Hulin de Loo 1911: pls. 9, 10). See Hulin de Loo 1911: 24.

10. See Hulin de Loo 1911: 39~ 40.

1. The Turin volume was gravely damaged in a library fire
in 1904.

12. The large miniature above “Pardurables diex gouveneres”
shows God the Father enthroned, blessing, crowned and holding a
scepter (Sonet 1956: nos. 1660, 1661). It belonged to the destroyed vol-
ume and hence is known only in a poor black-and-white reproduction
(Durrieu 1902: pl. 41). Hulin do Loo also attributed it to Hand |, and it
shows similarities to the Getty leaf’s large miniature in the facial type
and hair, the boneless fingers, the treatment of certain folds, and the
tiles in the floor. The prayer “O Intemerata” begins on the verso of the
Louvre lcaf.



88 PART I. FROM PANEL TO PARCHMENT AND BACK

2a

WILLEM VRELANT
AND MASTER OF THE
LLANGATTOCK HOURS
The Annunciation, fol. 53v

2b

MASTER OF JEAN
CHEVROT WORKSHOP
The Trinity, fol. 25v

WILLEM VRELANT, MASTER OF THE LLANGATTOCK
HOURS, MASTER OF THE LLANGATTOCK EPIPHANY,
MASTER OF WAUQUELIN’S ALEXANDER OR
WORKSHOP, AND WORKSHOP OF MASTER OF

JEAN CHEVROT

Llangattock Hours

Use of Rome

Bruges, 1450s

MANUSCRIPT: i + 169 + i folios, 26.4 X 18.4 cm (10% X 7% in.);
justification: 12.8 X 8.2 cm (5 X 3% in.); 18 lines of textura; 14 full-page
miniatures, 13 historiated initials

INSCRIPTIONS: Binder’s signature Stuvart Lieuin me lya ainsin A gand,
fifteenth century

BINDING: Lievin Stuvaert, Ghent, 1450s; brown calf, blind-tooled with
foliage, zoomorphic decoration, and inscription liuinus stunaert me
ligauit; two silver-gilt clasps with round glass-filled mounts flanked
by pearls (fJower clasp reverse: the arms of Folpard van Amerongen,
Utrecht; upper clasp reverse: the arms of Folpard van Amerongen
impaling those of Themseke of Bruges)

COLLECTION: Los Angeles, ]. Paul Getty Museum, Ms. Ludwig IX 7
(83.ML.103)

PROVENANCE: Folpard van Amerongen, mayor of Utrecht, and
Geertruy van Themseke (?); second baron Llangattock [his sale,
Christie’s, London, December 8, 1958, lot 191]; [H. P. Kraus,

New York]; to Peter and Irene Ludwig, Aachen; acquired 1983

JPGM and RA

he Llangattock Hours is well known for the derivation
Tof some of its major compositions from the work of
Jan van Eyck and the probable participation of artists active
in the Turin-Milan Hours. Its miniatures, which vary in
refinement, represent the work of as many as eight artists,
and some were collaborative efforts.! The face and hands of
the Virgin in The Annunciation (ill. 2a), for example, are by
Willem Vrelant, while the rest of the miniature is by an
artist dubbed the Master of the Llangattock Hours, who is
the book’s main illuminator.2 The artists modeled the com-
position—especially the poses and gestures of the figures
and, in many cases, the folds of the garments—after a
panel of the Annunciation by Van Eyck (fig. 41). The figures
in the miniature, however, unlike those in the panel, appear
in a domestic interior with everyday objects of icono-
graphic significance. Its niche with ewer and towel, sym-
bols of Mary’s purity, originates in paintings such as the
Mérode Altarpiece by Robert Campin (ca. 1375-1444) and
The Annunciation of the Ghent Altarpiece.

Although Anne van Buren attributed the miniature of
the Trinity in the Llangattock Hours (ill. 2b) to the Master
of Jean Chevrot, it is more likely from his workshop.? It is
unusual in its depiction of the Holy Spirit as a winged,
bearded man (see ill. 2b). This variation is found in other
Flemish devotional books produced in Bruges, including
the Hours of Paul van Overtvelt (cat. no. 6) and a book of



Figure 41

JAN VAN EYCK
(Flemish, ca. 1390 -1441)
The Annunciation,

ca. 1434/36 (detail). Oil on
canvas transferred from
panel, 92.7 X 367 cm
(367 X 147%6 in.).
Washington, D.C.,
National Gallery

of Art, Andrew W.
Mellon collection
(1937.1.39.39]/ PA)

hours with miniatures by the Master of Jean Chevrot (New
York, Morgan Library, Ms. M.421, fol. 15v).4 In the Overtvelt
miniature—which is by Petrus Christus, the panel

painter—the order of the figures is reversed and the
canopy omitted.” Ursula Panhans-Biihler proposed a lost
Eyckian model as the probable source for the Christus
miniature.® Following this supposition, the Llangattock
Trinity would similarly share an Eyckian prototype.
Scholars have associated several artists believed active
in the Llangattock Hours—including the Master of Jean
Chevrot, the Master of the Llangattock Hours, and the
Master of the Llangattock Epiphany—with work in the
final campaigns of the Turin-Milan Hours.” They were per-
ceptibly aware of figural groupings found there and at
times rearranged them to create new compositions in the
Llangattock Hours.® These artists were apparently not
members of the Van Eyck workshop but were more likely
illuminators familiar with his work and that of his work-
shop. The Eyckian compositions, the familiarity with the
Turin-Milan Hours, and the participation of Vrelant all
suggest that the Llangattock Hours was produced in Bruges
in the generation following Van Byck.® R.C.
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Notes

1. Van Buren, Marrow, and Pettenati 1996: 346, 352, n. 27. Van
Buren identifies among others the hands of the Master of Wauquelin’s
Alexander, fol. 43v; the Master of Jean Chevrot, fol. 25v; and a hand
active in Philip the Good’s Valerius Maximus (Paris, Bibliothéque
nationale de France, Ms. fT. 618s), fol. 37v. Smeyers (1998: 262) believed
that nine artists participated in the book’s illumination.

2. Delaissé (1968: 77) noted that Vrelant painted part of this minia-
ture. Euw and Plotzek (1979—8s, 2:115-41), who call the manuscript
the Hours of Folpard van Amerongen, argue that Willem Vrelant, as
director of a workshop, hired artists to illuminate and to bind the
book. Its clasps, which bear the arms of Van Amerongen and his wife
and date to the fifteenth century, are not original to the
manuscript. Recent X rays of the boards by Elizabeth Mention of the
Paintings Conservation Department at the J. Paul Getty Museum
show that the book originally had a different set of endpieces. Since the
clasps themselves are too large for the book, they may have been
appropriated from another book, perhaps well after the lifetime of
Van Amerongen. The book’s original owner thercfore remains
unknown, and I prefer Master of the Llangattock Hours to Van Buren's
Master of the Folpard van Amerongen (in Van Buren, Marrow, and
Pettenati 1996: 346). Van Buren’s Master of the Van Amerongen Epiph-
any, named after a miniature of the Epiphany in the Llangattock
Hours, ought likewise to be renamed. On the clasps, see Euw and
Plotzek 1979—8s, 2:119—20, and Lemaire 1983: 9, 11—12. Schilling (1961:
211) believed that the arms of the clasps are probably thosc of the orig-
inal owner.

3. Van Buren, Marrow, and Pettenati 1996: 346, 352, n. 27.

4. This iconography for the Trinity is also found in the Trivulzio
Hours (cat. no. 17, fol. 13v) and the Prayer Book of Charles the Bold
(cat. no. 16, fol. 14). In addition, the Llangattock Virgin and Child with
Donor (fol. 43v) shares its composition with the donor miniature by the
Master of Waugquelin’s Alexander in the Overtvelt Hours (fol. 21). For
Morgan M.421, see Wieck 1997: 106 -7, and Smeyers 1998: 260, 263.

5. New York 1994a: 176 —8o.

6. Panhans-Bithler 1978: 18-25. See also Gorissen 1973: 1053-57.
Another Eyckian composition in the Llangattock Hours is an inhabited
initial depicting the Holy Face on fol. 13v, reminiscent of Van Eyck’s
lost Vera Icon, which is known only through copies; sce Belting and
Eichberger 1983: 95-96. Schilling (1961: 219-20) suggested that The
Crucifixion (fol. 31v) may ultimately rely on a Van Eyck panel painting.

7. Van Buren (Van Buren, Marrow, and Pettenati 1996: 332, 346 —
49) argued that the Master of Jean Chevrot (whom she linked with
miniatures by Hands | and ]) and the Masters of the Llangattock Hours
and the Llangattock Epiphany (artists traditionally identified with
Hand K) produced miniatures in both manuscripts. Delaissé (1968: 76 —
77) noted that the artjst completing the Turin-Milan Hours, identified
by Hulin de Loo (1911) as Hand K, collaborated with Vrelant and other
artists in the Llangattock Hours. For Schilling (1961: 232—34), by con-
trast, the Llangattock Master is neither Hand K nor Vrelant, and she
sees the hand of the Llangattock Master both alone and in collabora-
tions in the Llangattock Hours. On the Chevrot Master, sce Chatelet
1999, who proposed that the artist is Jean Pestinien; see also Bous-
manne 1997: 72—7s.

8. Elements derived from the Turin-Milan Hours include the
Magdalene’s costume and raised hands, Longinus on a horse, and the
body type of Christ in The Crucifixion (fol. 31v), which copy miniatures
on fols. 34v and 48v of the Turin-Milan Hours; see Schilling 1961: 217
18, 220, and Gorissen 1973: 1057-58. The Massacre of the Innocents (fol.
96v) is derived from a bas-de-page by Hand ] in the Turin-Milan Hours
(Paris, Musée du Louvre, RF no. 2023), as noted in Schilling 1061: 217—
18. Schilling (1961: 217) and Marrow (1966: 67—69) noted similarities
between the Llangattock Office of the Dead (fol. 131v) and elements in
the Turin-Milan Hours.

9. John Plummer (in Baltimore 1988: 153) indicated that the Llan-
gatrock calendar is specific to Bruges, whereas Clark (2000: 112, 126 n. 8)
suggested that it is more complicated, ascribing it to the diocese of
Tournai. Plummer calculared that the calendar agrees 94.89 percent
with a dismembered book of hours illuminated by the Gold Scrolls
group (ex Philip Duschnes, New York); see Baltimore 1988: 150.
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ROGIER VAN DER WEYDEN

he son of Henri de la Pasture, a cutler, and

Agnes de Watreloz, the Tournai native Rogier

van der Weyden (ca. 1399-1464) became one of
the most renowned and influential painters of the fifteenth
century. By about 1426 he had married Elisabeth Goffaert,
the daughter of a wealthy shoemaker, and in 1435 he settled
in Brussels, becoming the official town painter the follow-
ing year and adopting the now well-known Dutch form of
his family name.! He continued for a while, however, to
maintain a workshop in Tournai.? His post demanded a
variety of tasks, such as designing decorations for civic
celebrations and the town hall.? He may have visited Rome
in 1450.* In 1462 he was a member of the Confraternity
of the Holy Cross at Saint-Jacques-sur-Coudenberg. He
died in June 1464 and was buried in the Church of Saint
Gudule, Brussels.

The documents pertaining to Van der Weyden’s artistic
training are much debated. On March s, 1427, a “Rogelet
de la Pasture, natif de Tournai” registered as an appren-
tice to Robert Campin with that city’s Guild of Saint Luke,
and he would have completed his training in 1431. The
following year, “Maistre Rogier de la Pasture, natif de
Tournay” became a master in the guild. It seems probable
that Rogelet and Rogier are the same person and that Van
der Weyden was a pupil of Campin, a notion supported
on stylistic grounds.’

Three works by the artist, which are mentioned in
early documents, form the basis for all attributions. The
Descent from the Cross (Madrid, Museo del Prado), described
in sixteenth-century sources as by Rogier, displays the deep
emotionalism characteristic of his work.® In 1445 the Mira-
flores Altarpiece (Berlin, Staatliche Museen) was described
as by “the great and renowned Fleming, Rogel.”” Finally,
in 1555, the charterhouse of Scheut sold The Crucifixion,
now in the Escorial, describing it as donated by “Maister
Rogere, pictore.”

Van der Weyden’s patrons included the Burgundian
dukes, and he was a favorite portraitist of the court. For
Philip the Good he polychromed funerary statues in 1439,
illuminated a frontispiece in 1448 (cat. no. 3), and presum-
ably painted portraits of the duke, Isabella of Portugal, and
Charles the Bold, which survive only in workshop copies.
Among the portraits by the artist are those of Anthony of
Burgundy (Brussels, Musées royaux des Beaux-Arts de
Belgique); Jean Gros, secretary to Charles the Bold and
treasurer of the Golden Fleece (Art Institute of Chicago);
Francesco d’Este, who was raised at court with young
Charles (New York, Metropolitan Museum of Art);
Philippe de Croy (Antwerp, Koninklijk Museum voor
Schone Kunsten); and Laurent Froimont (Brussels, Musées

royaux).® Lorne Campbell has justifiably credited the artist
with reviving the half-length devotional portrait.!®

Van der Weyden’s reputation and influence extended
beyond his native land. “After that famous man from
Bruges, Jan [Van Eyck], the glory of painting,” wrote the
Italian humanist Cyriacus of Ancona in 1449, “Rogier
in Brussels is considered the outstanding painter of our
time.” 1* The German cardinal Nicholas of Cusa described
him in 1453 as “the greatest of painters,” and in 1460/61 the
duchess of Milan sent her court painter to study with him
in Brussels, demonstrating his international reputation as a
leading artist.!? Even today, most critics would agree with
Cyriacus’s assessment. R.G.

Notes

1. Campbell 1998: 392.

2. “Maistre Rogier le pointre” was paid for work in Tournai in
1432-33, 143435, 1436, 1437; see Dhanens and Dijkstra 1999: 15667,
which quotes the primary documents associated with his life. In 1441
he received a lifetime annuity for property in Tournai; see Dhanens
and Dijkstra 1999: 158, 159.

3. A workshop drawing of a capital on the town hall, for example,
survives (New York, Metropolitan Museum of Art, Robert Lehman
collection). In 1441 he was paid for painting a dragon for a procession
at Nivelles; see Dhanens and Dijkstra 1999: 159. For the town hall he
painted four celebrated panels depicting the Justice of Trajan and the
Justice of Herkinbald, which were destroyed by the French in 169s.
One of the panels was dated 1439. They are known from descriptions
and a copy in tapestry (Bern, Historisches Museumn); see De Vos 1999:
345-54.

4. In his De viris illustribus, Bartolommeo Fazio, writing ca. 1456,
states that Van der Weyden visited San Giovanni in Laterano in Rome;
see De Vos 1999: 60— 61.

5. Although Van der Weyden, finishing in his early thirties, would
have been older than the typical apprentice, an example of another stu-
dent past the usual age, Jacques Daret, completing his training with
Campin may be cited; see Campbell 1998: 392. Friedlinder (192437,
2:11-12, 76—80) suggested that Van der Weyden was a master in
another craft, such as sculpture, because he is mentioned as a master
in 1426.

6. Friedlander 192437, 2:92-93, no. 3; De Vos 1999: 10— 41, 185~
88; Davies (M.) 1972: 223-26

7. Campbell 1998: 394. See also De Vos 1999: 226 —33.

8. “Nobis donata a magistro Rogere pictore” (Dhanens and
Dijkstra 1999: 172). The painting was replaced with a copy by Anthonis
Mor; see De Vos 1999: 291—-94.

9. For the various portraits, see De Vos 1999: 298 —313, 32327, 372—
75, which includes additional bibliography.

10. Campbell 1979: 17.

1. Campbell 1998: 18, 33 n. I.

12. See Campbell 1979: 5, and De Vos 1999: 418.
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ROGIER VAN DER WEYDEN AND OTHERS

Jacques de Guise, Chroniques de Hainaut, translation by Jean
Wauquelin of Annales historiae illustrium principum Hannoniae,
partx

Mons, Brussels, or Tournai, 144748

MANUSCRIPT: ii + 295 + ii folios, 43.9 X 31.6 cm (17 %6 X 1276 in.);
justification: 29.2 X 20.1 ¢cm (11% X 8/ in.); 33 ruled lines with 32 lines
of bastarda in two columns by Jacquemin du Bois and Jean
Wauquelin (?); 41 miniatures

HERALDRY: Escutcheon with the arms of Philip the Good, those of
his numerous estates, his cry mon yoie, fol. 1; device Aultre narey and
briquets of the Order of the Golden Fleece, fols. 1, 20v

BINDING: Nineteenth century; red morocco over pasteboard,
stamped with the arms of France

COLLECTION: Brussels, Bibliothéque royale de Belgique, Ms. 9242
PROVENANCE: Philip the Good, duke of Burgundy (1419-1467)
(his inventaire dressé, ca. 1467); Paris, Bibliothéque du roi, 1746 —70;
restituted to Bibliothéque de Bourgogne, Brussels, in 1770;

Bibliothéque nationale de France, Paris, 1795-1815; restituted to
Bibliothéque royale de Belgique in 1815

jeGm and ra

y 1433 Duke Philip the Good had conquered the terri-

tories of Hainaut, Holland, and Zeeland. Some years
later—at the instigation of Simon Nockart, his councillor
and clerk of the bailiff’s court in Hainaut'—he commis-
sioned from Jean Wauquelin a French translation of the
most ambitious history of that province. Jacques de Guise
(d. 1399), Franciscan confessor to the second count of Hai-
naut, compiled the original work, Annales historiae illus-
trium principum Hannonige, between 1300 and 1396.
Importantly, the translation, with a preface added by
Wauquelin, presents the duke as the legitimate heir in a
long line of rulers who trace their origins to the fall of
Troy. As such, it epitomizes the politically charged texts
that supported the duke’s dynastic ambitions.2 The present
luxurious volume, the first of three, is part of Philip’s own
historic copy.?

Wauquelin, who is mentioned in the Burgundian
accounts for the first time in 1445, completed the first vol-
ume of the translation by 1446, the year given in its pro-
logue. Hainaut accounts record that by February 4, 1447,
a portion of the translation was transported from Mons
to Bruges for the duke’s approval and that by March 1448
the transcription by Jacquemin du Bois and perhaps by
Wauquelin as well was delivered to the duke.* No record
of payment for its decoration survives. L. M. J. Delaissé
distinguished four artists active in this volume, whereas
Anne van Buren recently proposed that there were six
working in two teams.’

The book’s frontispiece, one of the most celebrated of
all Flemish miniatures, shows Wauquelin presenting his
translation to Philip (ill. 3). One of the most imposing and
influential portrayals of the Burgundian court, it dramati-
cally evokes the quality of court ritual.® The duke, elegantly
attired in black damask, stands under a cloth of honor;
at his right side are the chancellor Nicholas Rolin and
Jean Chevrot, bishop of Tournai. The young Charles the

ROGIER VAN DER WEYDEN o1

Bold stands on the other side of the duke, observing as
Wauquelin kneels.” Philip and Charles both wear the collar
of the Order of the Golden Fleece, as do at least five of
the courtiers, who stand beside or behind the book’s pre-
senter.® The importance of this particular iconography of
Philip and his court is evident from its frequent repetitions
and derivations in ducal manuscripts such as the fron-
tispiece to Le Livre du Gouvernement des princes (Brussels,
Bibliothéque royale de Belgique, Ms. 9043, fol. 2), illumi-
nated by the Master of the Ghent Privileges in 1452. It
copies closely the design but accommodates the growth of
Charles in the intervening years from adolescent to young
man. The frontispiece to the Chroniques de Hainaut, more-
over, features the armorials of the ducal territories, under-
scoring Philip’s authority by emphasizing the scope of his
sovereignty.

First attributed to Rogier van der Weyden by G. F.
Waagen, the miniature has attracted wide attention among
scholars of both painting and illumination, but there is little
agreement as to whether it is by the painter or his work-
shop.? Most concede that it is the work of a painter and
at least from the workshop of Van der Weyden." Even
though the miniature is damaged,'" the intelligence, force,
and sympathy of the individual portrayals remain apparent,
a fact that argues for an attribution to Van der Weyden
rather than his workshop. The subtlety of the painting of
the garments, particularly the exceptional handling of the
knights’ gowns of diverse damasks, also supports an attri-
bution to him. The transparency of the shadows and the
delicate quality of light betray the hand of an exacting mas-
ter of these effects in oil, working, perhaps not for the first
time, in an egg-based medium.'? The miniature was proba-
bly painted in 1448, shortly before or perhaps just after du
Bois delivered the portion of the manuscript that contained
R.Gand T K.

this page.

Notes

1. The preface of the manuscript mentions “honnorable et saige
homme Symon Nockart, a son tampz clerc du baillieuwaige de Hayn-
nau et consillier de mon dit tres redoubté seigneur”; for a complete
transcription of the preface, see Cockshaw, in Van den Bergen-Pantens
2000: 40— 41. On Nockart’s role, see Delaissé 1955a: 31-32; De Vos 1999:
251 1. 4; and de Schryver 1974: 57— 60.

2. Beginning around 1442 the duke commissioned a variety of
politically motivated texts, including a chronicle of Brabant that
stressed his right of succession. From Waugquelin he also commis-
sioned an Alexander manuscript (Paris, Bibliothéque nationale de
France, Ms. fr. 9342) and a Girart de Roussillion in prose (Vienna,
Osterreichische Nationalbibliothek, Ms. 2549), both of which stress the
protagonists’ rule of France and Flanders. See Hagopian-van Buren
1996b: 49— 64. See also cat. no. 55.

3. The second and third volumes (Brussels, Bibliothéque royale de
Belgique, Mss. 9243, 9244) contain, respectively, sixty and twenty-two
half-page miniatures; see Bousmanne, in Van den Bergen-Pantens
2000: 179—87.

4. For a detailed investigation of the Chronigues de Hainaut by an
international team of scholars, see Van den Bergen-Pantens 2000. In
1445 Wauquelin was paid for “la translation de pluseurs hystoires des
pais de mon dit seigneur.” On February 4, 1447, the bailiff of Hainaut
paid Josee Hanotiau for transporting “pluiscurs grans livres des Cron-
icques de Haynnau, lesquelx Jehan Waucquelin avoit translatez, au
command de mon dit seigneur le duc, de latin en franchoix.” This copy
may have been on paper; see Bousmanne, in Van den Bergen-Pantens
2000: 75. Jean de Croy was reimbursed in 1448 for payment “a maistre
Jehan Waugquelin et Jaquemin dou Boix son clerq, demorans a Mons
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ROGIER VAN
DER WEYDEN
Presentation Scene,
fol. 1

... pour avoir escript et coppijét en velin pluiseurs livres . . . comme:
la premiere partie des cronicques de Belges.” The archival documen-
tation of Wauquelin’s activities is substantial; see Cockshaw, in Van
den Bergen-Pantens 2000: 37— 49.

5. Delaissé discerned artists working in the style of the Master of
Mansel, the Master of the Chroniques de Hainaut, the Master of
Wauquelin's Alexander, and the young Loyset Liédet; see Delaissé
1955a: 23~30. According to Van Buren, the first team was led by the
Master of the Tiny Prayer Book of Philip the Good and included the
Master of the Coronation of Ursus, and the Master of the Chroniques
de Hainaut. The second team, associated with the workshop of the
Master of Wauquelin’s Alexander, included the Master of the Com-
modus and the Senate, the Master of the Reconstruction Scenes and
an assistant; see Van Buren, in Van den Bergen-Pantens 2000 65-73.
Dirk de Vos suggested that Dreux Jean was active in the manuscript;
see De Vos 1999: 251. In July 1468 Willem Vrelant was paid for illumi-
nating the second volume and Loyset Liédet for the third.

6. Other examples derived from Van der Weyden's miniature
include the frontispieces to the Alexander produced by Wauquelin
(Paris, Bibliothéque natjonale de France, Ms. 9342, fol. 6) and cat. no.
56, fol. 5. See Dubois, in Van den Bergen-Panteus 2000, 121-22.

7. Delaissé (1955a: 37) argued that the presenter of the book is
Simon Nockart rather than Wanquelin. Van Buren is also of that opin-
ion; see Van Buren 1996b: 58, and Van Buren, in Van den Bergen-
Pantens 2000: 112.

8. Dubois (in Van den Bergen-Pantens 2000: 119-23) discussed
the meaning of this miniature in relation to its text and political
background. Van den Bergen-Pantens (2000: 124-31) explained the
frontispiece’s elaborate heraldry and the symbolism of the hammer
that the duke holds in his hand.

9. Waagen 1847: 177; Waagen 1862: rro—11; and bibliography for
this catalogue entry. Most recently Van Buren suggested that the com-
position is Van der Weyden’s invention but doubted that the painting
is by Van der Weyden himself (though she notes both its subtlety and
its technical closeness to Van der Weyden). Not visible to our eyes are
her suggestions of “stiffly drawn” noblemen. She asserted that the lack
of pentimenti in the underdrawing and the dissimilarity of the under-
drawing technique to his work on panel argue against an attribution
to the master (in Van den Bergen-Pantens 2000: 65— 66). These criteria
are insufficient to dismiss the attribution, however, since the approach
to working on a much smaller scale on parchment might well differ
from that on panel. By contrast, Verougstraete and Van Schoute (in
Van den Bergen-Pantens 2000: 150) marshal evidence of dramatic pen-
timenti that indicate, potentially, a different placement of both the
presenter and the duke. See also their remarks about changes in the
legs of the duke (in Van den Bergen-Pantens 2000: 151). Most recently
Kemperdick (1999: 58 -59) and De Vos (1999: 249 —50) have both argued
cogently in favor of the attribution to Van der Weyden.

10. Cf,, e.g., De Vos 1999: 249, and Varn Buren, in Van den Bergen-
Pantens 2000: 66.

1. For an assessment of the damage, along with superb
macrophotographs that illustrate it, see Verougstraete and Van
Schoute, in Van den Bergen-Pantens 2000: 14953, 274 - 82.

12. While no further examples of illuminations by Van der
Weyden are known, the level of mastery he exhibits in this miniature
makes it probable the he painted others.
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PETRUS CHRISTUS

etrus Christus (ca. 1410-1475/76) was born in
Baerle, a village in Brabant not far from Breda.
In 1444 he purchased the rights of citizenship in
Bruges. Since such privileges could also be acquired by
residing there for one year and one day, it is clear that the
artist had arrived there more recently.! Christus’s art shows
a strong debt to the paintings of Jan van Eyck, whose indi-
vidual works provided him with important models. Since
Van Eyck died in 1441, Christus’s acquaintance with his
work and his techniques must have come from members of
the master’s workshop. The strong influence of Eyckian
miniatures in the Turin-Milan Hours, underscored by the
close parallels between Christus’s technique and the work-
ing methods of illuminators, suggests that he may have
trained or studied with illuminators. The view that the
young Christus was Hand H of the Turin-Milan Hours is
not widely accepted, however, and only one miniature by
him is known (cat. no. 6). Christus had a good understand-
ing of Van Eyck’s working methods, but his paint handling
is broader and his light effects are more restrained.?
Although a number of signed paintings by Christus sur-
vive, all of his dated works fall early in his activity, between
1446 and 1457. He seems to have worked in Bruges until his
death in 1475 or 1476. His membership in two prominent
confraternities there, Our Lady of the Dry Tree and Our
Lady of the Snows, indicates his financial success and his
access to both the urban and the court elite. Still, relatively
few of his patrons have been firmly identified. Some com-
missions have been linked to Bruges confraternities (cat.
no. 5) and guilds. The ducal courtier Paul van Overtvelt,
who was dean of the Confraternity of Our Lady of the Dry
Tree in 1469, when Christus was a member of its board, had
earlier been a patron of the artist (see cat. no. 6). Like Van
Eyck before him and Hans Memling (ca. 1440-1494) after-
ward, Christus enjoyed the patronage of eminent foreign
clients, including Englishmen and apparently also ltalians
and Spaniards. The artist is known for his innovative han-
dling of light and setting in portraiture and as perhaps the
first artist in the north to master one-point perspective.
1K
Notes
1. For the facts of his life within their cultural context, sec
Martens’s excellent account in New York 1994a: 15-23. Published
monographs on the artist include Friedlinder 1967-76, vol. 1; Scha-
backer 1974; Panhaus-Biihler 1978; Upton 1990; and New York 1994a.
2. On Eyckian influence on Christus, his relationship to manu-
script illumination, and the matter of Hand H in the Turin-Milan

Hours, see Ainsworth, in New York 1994a: 33-39, 5362, 78 —91, 105,
112—16, 162— 65, 174 —80.
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PETRUS CHRISTUS

Head of Christ

Bruges, ca. 1445

01l on parchment, laid on wood panel; parchment: 14.6 X 10.5 cm
(5% X 4% in.); panel: 14.9 X 10.8 cm (5% X 4/ in.)

INSCRIPTIONS: Petr . . ., on simulated frame, bottom

coLLECTION: New York, The Metropolitan Museum of Art,
Bequest of Lillian S. Timken, 1959, 60.71.1

PROVENANCE: Private collection, Spain; [Lucas Moreno, Paris, until
19107; [Francis Kleinberger, Paris, 1910—31]; Mr. and Mrs. William R.
Timken, New York, 1031— 49; Lillian Timken, New York, 1049—59; her
bequest, 1959

JPGM

‘% fith furrowed brow and an expression of deep

pathos, Christ engages the viewer from behind a
trompe l'oeil frame, a device of contemporary portraiture
that served to reinforce the physical presence of the suffer-
ing man. Crowned with thorns and wearing a purple robe,
this is the pitiful figure described in the Gospels (Mark

15:17-18 and John 19:1-5), mocked by the soldiers as “King
of the Jews” and presented by Pilate to the Jews for judg-
ment with the words “Ecce Homo” (Behold the man). The
tripartite floriated nimbus, frontal aspect, and fictive frame
of this Christ link the work to the famous lost painting of
the Holy Face by Jan van Eyck, now known only through
later copies.! These copies reproduce Van Eyck’s inscrip-
tions on the original frame, including his signature and the
date of the painting. This practice was emulated by Petrus
Christus, whose partial signature, Petr, may be deciphered
at the lower damaged edge of the painted frame.2

The remarkable refinement of the execution in paint
indicates Christus’s intention to make a portrait of Christ
rather than the generic and formulaic Christ type found in
the artist’s other paintings. Even so, there are certain simi-
larities in treatment, for example, with the head of the
Pantocrator in The Last Judgment (Berlin, Gemaildegalerie)
or the face of God the Father in the Trinity miniature
@ll. 6): the vertical wrinkles in the brow and comparable
morphological details of the facial features, such as the
heavy-lidded eyes, long triangular nose, and full lips.
Details of the handling also link these works: the modeling



of the flesh tones was achieved in each with extremely fine
brushstrokes built up in an additive way over underpaint-
ing in a broadly applied pinkish tone. To this, disengaged,
not fully blended strokes were added in gray for the shad-
ows and white for the highlights of the modeling of forms.
Such a technique may indicate an artist who was initially
trained as an illuminator.?

It is unlikely that this portrait of Christ was ever
intended as a leaf of an illuminated book. Although painted
on parchment, the medium is oil, not tempera.* Moreover,
the heads of Christ in contemporary devotional books tend
to follow the Eyckian Holy Face model, not the suffering
Christ type. The regularly placed nail holes (later restored)
at the top and left and right edges of the trompe I'oeil frame
suggest that it may have been tacked to a panel early on
and hung in a chamber for daily private devotions.” Tiny
slivers of an oak panel can be detected between the parch-
ment and the present mahogany support, on which it was
remounted.® Alternatively, in keeping with the sacrificial
essence of this Christ, who suffers for the redemption of
humankind, a connection with the Eucharist is possible.
Perhaps this image adorned the door of a small host reli-
quary; such host shrines were usually decorated with an
image of the Salvator Mundi, Man of Sorrows, a mon-
strance, or a chalice.” Whatever its original function, in its
diminutive size, parchment support, and details of handling
and execution, the Head of Christ manifests the close rela-
tionship between panel painting and illumination in the
middle of the fifteenth century. M. W. A,

Notes

1. One in the Gemiildegalerie, Berlin, dated 1438, and three others
dated 1440 in the Bayerische Staatsgemildesammlungen, Munich; the
Groeningemuseum, Bruges; and the Swinburne collection, New-
castle-upon-Tyne, England.

2. The reading of this inscription has remained somewhat contro-
versial. The formation of the letters in Christus’s signature in the
Berlin Gemildegalerie Nativity, however, provides a convincing
parallel for the script type, which is also common in manuscript
illumination.

3. For further discussion about the development of Christus’s
painting technique, see Ainsworth in New York 1994a: 33— 49.

4. Other examples of diminutive paintings in oil on parchment
include Saint Francis Receiving the Stigmata attributed to Jan van Eyck
(Philadelphja Museum of Art) and the Virgin and Child by Geertgen tot
Sint Jans (Milan, Pinacoteca Ambrosiana).

5. As in the case of the image of Christ’s head that appears tacked
onto a panel and hung on the back wall in Portrait of a Young Man by
Petrus Christus (London, National Gallery). A find of some one hun-
dred similar images was made at the convent of Wienhausen, near
Celle (see Amsterdam 1994: 163, fig. 75).

6. This was discovered by Peter Klein (Department of Wood Biol-
ogy, University of Hamburg) during the course of his dendrochronol-
ogy investigations of panel paintings attributed to Petrus Christus
preceding the 1994 exhibition at the Metropolitan Museum of Art,
Petrus Christus: Renaissance Master of Bruges. For more on this issue, see
Klein, in New York 1994a: 213 -15.

7. See Braun 1924, 2:628-39; Gottlieb 1971: 30—46; and Lane
1984: 129—-30.
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The Man of Sorrows
Bruges, ca. 1450

Oil on wood panel, 11.2 X 8.5 cm (4% X 3% in.)

INSCRIPTIONS: Seal of Empress Maria Theresa embossed in paper
and affixed with red sealing wax; Rougier van der Weyde, in ink,
underneath, both on reverse

COLLECTION: Birmingham, Birmingham Museums and Art Gallery,
P.306.35

PROVENANCE: Empress Maria Theresa (1717-1780) (?); Rev. Henry

Parry Liddon (1829-1890); Mary Ambrose (niece of H. P. Liddon);
Major M. R. Liddon; Trustees of the Feeney Charitable Trust; gift
to the Birmingham Museums and Art Gallery in 1935

RA

eavenly attendants carrying lilies and a sword, sym-

bolic of divine mercy and justice, hold open the
canopied curtains to reveal Christ as the Man of Sorrows.
Crowned with thorns and a cruciform nimbus, Christ
boldly displays the wounds of the cross. Blood streams
from his forehead down his shoulders and gushes from the
wound in his side toward the flowing waters below.
According to Christian belief, Christ presents his body and
blood as a reminder of his sacrifice for humankind in the
Crucifixion and in reference to the sacraments of Holy
Communion and baptism. In this regard, it is intriguing
that the most important relic in Bruges, where Christus
worked his entire career, was that of the Holy Blood. It was
brought back from a crusade to the Holy Land by Count
Thierry of Alsace in 1150 and inspired the formation of an
elite confraternity in 1405 that included thirty-one noble-
men of Bruges, with the dukes of Flanders as honorary
members.!

The relic is still kept on the Burg Square in the Chapel
ofthe Holy Blood, where a replacement nineteenth-century
mural on the east wall depicts the mystery of the Holy
Blood and reflects the traditional iconography associated
with the relic and with the Birmingham picture.? Before
a landscape depicting Jerusalem and Bethlehem, God the
Father supports the crucified Christ, who sheds his blood
into dishes held by angels above a fountain of life. Below,
twelve lambs (symbolic of the disciples) drink from the
restorative waters at the base of the cross, which merge
into a river. The diminutive Birmingham painting serves as
a condensed version of the mural’s themes of redemp-
tion through the sacraments of Communion and baptism.
Given its fine state of preservation, the panel most likely
served as an object of private devotion, perhaps made for a
member of the confraternity.?

In several ways Christus’s Man of Sorrows approximates
the art of illumination. In jts diminutjve size and composi-
tion, for example, the panel relates to miniatures such as
The Man of Sorrows in a book of hours in the Morgan
Library, New York (Ms. M.46, fol. g99v),* and to folio 14 by
Hand H in the Turin-Milan Hours (showing an enthroned
God the Father revealed by two angels, who hold back
the curtains of a canopied enclosure). Moreover, as with
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Christus’s other paintings of the 1450s,” details of the han-

dling and execution parallel those of manuscript illumina-
tion. Instead of fully blending passages of the angels’
draperies, Christus here juxtaposed strokes of pure color.
The flesh tones reveal a pink underpainting typical of
illumination, over which there are thin, disengaged, and
rather matte-looking applications of darker hues$ As
such, the panel may be compared with the exquisite Trin-
ity miniature in the Overtvelt Hours (cat. no. 6), which
shows evidence of the craft where Christus may have first

earned his fame. M. W.A.

Notes

1. On the confraternity, see Cuvelier 1900: 5-7.

2. The original decoration was destroyed during the Beggar’s
Revolt and the French Revolution.

3. The embossed seal of Maria Theresa appears on the reverse of
the panel. Along with Francis I, Maria Theresa had dominion over
Flanders from 1740 to 1790. The couple is depicted in stained-glass win-
dows decorating the upper level of the Chapel of the Holy Blood in the
company of the other rulers of Flanders, beginning with Philip the
Bold and Margaret of Male (1384-1404). The Birmingham painting
may have come into the collection of Maria Theresa through a con-
nection with Bruges’s revered relic or the Confraternity of the Holy
Blood, although there is no known record of a visit by the empress to
Bruges during her reign or of her devotion to this cult. I am grateful
to Gottfried Mraz, archivist of the state archives in Vienna, for this
information about Maria Theresa.

4. See New York 1994a: 114, fig. 122.

5. Also dating the painting to the 1450s are Rowlands 1962: 420;
Gellman 1970: 204; and Schabacker 1974: 105. Upton (1972: 109) dates it
10 1444 - 45.

6. On Christus’s painting technique, see Ainsworth, in New York
1994a: 33—53.
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PETRUS CHRISTUS AND
MASTER OF WAUQUELIN’S ALEXANDER

Hours of Paul van Overtvelt
Use of Tournai
Bruges, 1450

MANUSCRIPT: 299 folios, 15.8 X 10.4 cm (6%s X 46 in.); justification:
ca. 8.8 X 5.8 cm (ca. 376 X 2% in.); 18 lines of bastarda; 15 half-page
miniatures

HERALDRY: Escutcheon with the arms of Overtvelt, fol. 21

BINDING: Nineteenth century; red morocco; the arms, motto, and
monogram of Henry of Orléans, duke of Aumale

COLLECTION: Brussels, Bibliotheque royale de Belgique, Ms. IV 95

PROVENANCE: Paul van Overtvelt; probably Jean-Louis Bourdillon
(1772~1856); A. C. Chesnet [his sale, Techner, Paris, May 4, 1853, lot
16]; Henri d’Orléans, duc d’Aumale (1822-1897), by June 1853;

gift to Edouard Bertin (x797-1871); [F. Tulkens, Brussels, by 1959];
acquired 1959

JrGM and RA

his book of hours was written for Paul van Overtvelt,

whose coat of arms appears on folio 21. A reference to
him, “famulo tuo paolo” (your servant Paul), appears in the
prayers to Saint Bernard (fol. 154v).? A leading citizen of
Bruges, he served as secretary to Isabella of Portugal from
1435 and later on, in 1442, as her collector of finances in Flan-
ders. He became a member of the Council of Flanders in
1454 and traveled as an ambassador on behalf of Philip the
Good both to Liibeck and to London to negotiate with the
Hanseatic League during 1457-58. In 1460 he became bailiff
of Bruges.? He served as dean of the elite Confraternity of
Our Lady of the Dry Tree in 1469, at the same time that
Petrus Christus was also a member of this group.?

This book of hours was illuminated by at least two
artists active in Bruges: Christus, who painted The Trinity,
and the Master of Wauquelin's Alexander, who was respon-
sible for the best if not all of the remaining miniatures
in the book.* The borders and decorated initials appear
similar to those from the Bruges workshop of Willem Vre-
lant.’ Further connecting The Trinity with Bruges, and
specifically with Eyckian manuscript production around
1450, is its unusual representation of the third member of
the Trinity not as a dove, but as a winged male figure with
a beard.®

Specific details of handling and execution in this minia-
ture support an attribution to Petrus Christus. The Trinity
is set within an illusionistic blue-gray stone frame that
is illuminated, as are the figures, from the left. A similar
framing device and system of lighting may be found in
Christus’s Head of Christ (cat. no. 4) and Portrait of a Carthu-
sian, around 1445 and 1446, respectively (both New York,
Metropolitan Museum of Art). The facial types are remi-
niscent of Christus’s conventional representations: the
broad and flat forehead, furrowed brow, prominent nose,
and heavy-lidded eyes are familiar from the heads in Chris-
tus’s Head of Christ or Man of Sorrows (cat. no. 5). Further-
more, the juxtaposition of lime green and orange-red hues
in God the Father’s mantle and the aureole behind the
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figures is typical of Christus’s palette, as is the colored stip-
pling on the inside of the wings of the Holy Ghost.” Char-
acteristic of Christus’s execution in both panel painting and
illumination are his use of pinkish flesh tones and impasto
touches on fingertips to suggest three-dimensional form,
and the brown outlining of contours. Perhaps most con-
vincing is the identical manner by which Christus modeled
draperies in the underdrawing of his panel paintings and on
the surface of his illumination, in parallel hatching at an
oblique angle to the main folds.?

Among the finest of the book’s miniatures painted by
the Master of Wauquelin's Alexander (or close to his style)
are David Writing (fol. 104), The Virgin and Child Reading
before an Altar (fol. 86), and Paul van Overtvelt Kneeling in Ado-
ration before the Virgin and Child (fol. 21).* Anne van Buren,
who considers the Overtvelt Hours an important work by
the artist, localized his activity to Bruges. He also illumi-
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nated two of the ducal copies of texts Jean Wauquelin pro-
duced for Philip the Good.'® She suggested that the black
gown of Van Overtvelt in the Virgin and Child miniature
belongs to circa 1455, while independently Margaret Scott
suggested a dating early in the decade.’ A dating for this
volume in the 1450s is also consistent with the evidence of
the Alexander Master’s artistic activity and the theory that
Christus may have been active as an illuminator at the

beginning of his career. M. W. A, and T K.

Notes

1. Van Buren 1999: 17, n. 32.

2. Vermeersch 1976, 2: 284 —86, no. 291.

3. See New York 1994a: app. 1, doc. 16.

4. Van Buren 1983: 64; Van Buren 1999: 17, n. 32.

5. New York 1994a: 179 n. 8; Smeyers and Cardon 1991: 99-104.

6. Two illuminations that are stylistically close relate to the Byck-
ian portion of the Turin-Milan Hours, namely the Trinity miniature
found in the Llangattock Hours (see ill. 2b) and in a Book of Hours in
the Pierpont Morgan Library, New York (Ms. M.421, fol. 15v), both of
which date to around 1450. The Van Overtvelt composition is very
similar to these, except for the mirror-image positions of the figures
placed in a heavenly sphere rather than scated beneath a baldachin. It
bears mentioning that while the patron and illuminators of the book
are from Bruges, the calendar does not point very strongly to that city.
Donatian is not present in October, and Basil (June 14) is not in red.
Both saints are especially venerated in Bruges.

7. Compare the wings of Gabriel in the Annunciation in the
Gemildegalerie, Betlin, or in the Friedsam Annunciation in the Metro-
politan Museumn of Art, New York. Even the specific form of the trifo-
rium halo behind the head of Christ and the translucent gold-banded
globe at his feet find parallels in Christus’s panel paintings. The halo
may be found in the Metropolitan Museum of Art Head of Christ and
the globes in such paintings as The Madonna of the Dry Tree (Lugano,
Thyssen collection), The Holy Family in a Domestic Interior (Kansas City,
Nelson-Atkins Museum), or The Virgin and Child (Budapest, Fine Arts
Museum; Madrid, Museo del Prado).

8. For further discussion of Christus’s technique, see New York
1994a: 25— 65 and passim.

9. The Virgin and Child miniature reflects a pattern also used ina
miniature attributed by Van Buren (see cat. no. 2 n.1) to the artist in
the Llangattock Hours (cat. no. 2, fol. 43v), though the latter is not by
the same painter. Note that the subjects of the David and the Virgin
before the Altar miniatures are unusual and that the book has several
distinctive prayers in French (see also Bruges 1981: 273, no. 116).

10. The artist was first identified by Delaissé (1955a: 24 —25), who
attributed miniatures in the two Wauquelin books to him. The other
is the Chroniques de Hainaut {cat. no. 3, fols. 75, 175v, 267, 274v, 277, 281,
284v, 286v, 201). Van Buren also attributed to him miniatures in the
Llangattock Hours (cat. no. 2, fol. 43v), the Hours of Philip the Good
(Cambridge, Fitzwilliam Museum, Ms. 3-1954), and another book of
hours (Getty Museum, Ms. 2, fols. 31v, 115v, 243v). See Van Buren 1983:
64, and her unpublished expertise on Getty Ms. 2 on file. Van Buren
(1999: 17) has suggested that the Alexander Master may have been
Vrelant’s teacher in Bruges. He has still not been the subject of sys-
tematic investigation.

11. Van Buren (1999: 17, n. 32) and Margaret Scott have pointed to
links with Duke Philip’s garment in the famous frontispiece miniature
of the Chroniques de Hainaut from the late 1440s (see ill. 3), among other
examples (Scott, correspondence with the authors, May 27, 2002). Van
Buren's dating is in response to the previous date of about 1470-75 (de
Schryver and Lemaire, in Bruges 1981: 273, no. 116, and Ainsworth, in
New York 1994a: 176, 179).
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imon Marmion (ca. 1425-1489) enjoyed a career

rich with significant commissions over four

decades. The documentary evidence shows that
the dukes of Burgundy, high-ranking officials at court and
other nobles, the city of Amiens, and other urban institu-
tions commissioned work from him. From 1449 Marmion
enjoyed a succession of projects from Amiens, where he
lived, including an altarpiece with Christ, the Virgin, Saint
John, and other figures for the court of justice in 1454. The
same year Philip the Good enlisted him as a member of the
team of more than thirty artists called to contribute to the
decorations for the Feast of the Pheasant in Lille. By 1458
the artist had settled in Valenciennes, where he lived for the
next three decades. In 1462 he played a role in founding the
city’s Confraternity of Saint Luke, and the next year he
painted an altarpiece for the confraternity’s chapel. In 1463
he painted a sculpture of the Virgin for the cathedral at
Cambrai. He also painted a portrait of Charles the Bold, the
count of Charolais, with one of his spouses.’ The artist him-
self married Jeanne Quaroble, the daughter of a prominent
and wealthy citizen of Valenciennes, in 1465.>

Ducal accounts show further that Philip the Good com-
missioned from Marmion an elaborate breviary with
ninety-five miniatures and twelve calendar vignettes (cat.
no. 10) in 1467, the year of the duke’s death. The work
was completed three years later for the duke’s successor,
Charles. In 1468 Marmion joined the painters’ guild in Tour-
nai, but there is no evidence that he resided there. The last
two decades of his artistic activity are much less
well documented. In 1484 he painted a Virgin, perhaps in
a diptych, as an epitaph for Pierre Dewez (Devado), canon
of Cambrai cathedral, who had died the previous year.
The artist himself died on Christmas Day in 1489. His
documented paintings and painted sculptures are today
largely untraced.?

Marmijon belonged to a family of artists. He was the son
of Jean, also a painter, who was active in Amiens as early as
1426, and whom Simon assisted there in 1449. He had a
brother, Mille, who became a master in the painter’s guild
in Tournai in 1469 and was residing there in 1473. Further,
Jean Lemaire de Belges sang the praises of a Marie
Marmion, who was Simon’s daughter. A nephew, Michel
Clauwet, also a painter, is documented in Valenciennes
from 1492 to 1519. Upon Simon’s death his widow married a
young painter from Hainaut, Jan Provost.* The fact that
Marmion had relatives who were painters and illuminators
may help to explain the range in execution among his
manuscripts and paintings. It is the likely result of work-
shop collaboration that often involved family members.
Unfortunately, among the aforementioned artists, only the

art of Provost is known. It bears little relationship to that
of the master from Valenciennes.

Despite the wealth of documentation, the only surviv-
ing works reliably identifiable as Marmion’s are two leaves
from the breviary begun for Philip the Good. Since the
nineteenth century most scholars have, however, accepted
the circumstantial evidence that he painted the large wings
for the elaborate altar with silver-gilt sculpture made for the
Abbey of Saint Bertin at Saint-Omer (see cat. no. 7), which
was completed in 1459.° A substantial body of manuscripts
and paintings may be grouped around these works, which
greatly enrich our understanding of his career.

While residing most of his life in Picardy, Marmion
maintained a favorable relationship with the Burgundian
ducal family and the ducal household, which led to some of
his most important commissions. This relationship, indi-
cated by the documents, is fleshed out by the attributed
works. The patron of the Saint Bertin Altarpiece was Guil-
laume Fillastre, the bishop of Verdun, Toul, and Tournai.
In the same years Fillastre also commissioned from the
artist the lavish Grandes Chroniques de France for presenta-
tion to the duke (Saint Petersburg, National Library of
Russia, Ms. Erm. 88). Philip himself acquired—in addition
to the previously mentioned breviary—devotional writ-
ings, a miniature in a book of hours, and a treatise on
health illuminated by Marmion. Besides the lost portraits
and the breviary, Marmion painted for Margaret of York a
Lamentation panel in or after 1468, when she wed Charles
the Bold (cat. no. 11). For Margaret he also illuminated
three distinctive works: Les Visions du chevalier Tondal (cat.
no. 14), La Vision de 'dme de Guy de Thurno (cat. no. 13), both
from 1475, and probably at the same time L’Histoire de
madame sainte Katherine (France, private collection).

Besides Fillastre, other patrons from the court circle
included the humanist Vasco da Lucena, a favorite of
Philip’s consort, Isabella of Portugal; Jean Gros, secretary
and audiencier of Charles the Bold; Walpurga de Moers,
wife of Philippe de Croy; and Guillaume Rolin, son of
the ducal chancellor Nicholas.® Lucena left Marmion’s
Virgin and Child to the Hospital in Louvain at his death in
1512.7 The chronicler Jean Molinet wrote in his epitaph for
the artist that emperors, kings, counts, and marquesses
admired his work.® To judge from documents and surviv-
ing art, at least through the 1470s the Burgundian court and
its retainers commissioned or were the intended first own-
ers of many of his most important works.

Marmion painted books of hours for much of his
career, and they dominate his production from the
mid-1470s on. Unfortunately we know much less about the
patrons or first owners of these. In the same period he



collaborated with many illuminators from Bruges and
Ghent, such as the Master of the Dresden Prayer Book (cat.
nos. 32, 33, 53), the Master of the Houghton Miniatures
(cat. nos. 32, 33), the Vienna Master of Mary of Burgundy
(cat. nos. 17, 20), and others (cat. nos. 20, 32, 37), along with
the Antwerp illuminator Lieven van Lathem (cat. nos. 17,
19, 20). He moved quickly to adopt the new style of illu-
sionistic strewn-pattern border and was the lead illumina-
tor for a number of projects with the new border (e.g., cat.
nos. 32, 33, 37, and the Gros Hours in Chantilly, Musée
Condé).? Yet he belonged to the painters” guild in Tournai,
rather than those in Bruges and Ghent. The meaning of this
connection merits exploration. Did it facilitate collabora-
tions with his brother Mille, a painter and illuminator, on
Simon’s projects; or did it result from former ties with the
workshop of Rogier van der Weyden, whose art influenced
his; or both?

Both Molinet and Jean Lemaire de Belges, writing not
long after his death, attested to Marmion’s success and
reputation as an illuminator.'® He exercised a strong influ-
ence on the art of manuscript illumination, specifically in
the Hainaut region through the art of the Master of
Antoine Rolin, who used and reused many of his composi-
tions and other artistic ideas (cat. nos. 94, 123).'° T.K.

Notes

1. Hénault (1907, 9: 137) believed the spouse was his second wife,
Isabella of Bourbon, while Chatelet (in Nys and Salamaghe 1996: 155)
identified her as his third wife, Margaret of York.

2. The documents, mostly published by Maurice Hénault, were
conveniently assembled by Edith Hoffman in her dissertation of 1958
(98 ~124). See also Hénault 1907, 9: 41115, and Deshaisnes 18¢2: 135-36.
Hoffman’s dissertation is to this day the only monograph on the artist.

3. Hénault 1907, 9: 419, 10: 128 n. 4, 170.

4. Hénault 1907, 9: 118 -24, 410, 190—97, 10: 113; Reynaud, in Paris
1993: 80.

5. Dehaisnes 1892.

6. Gros owned the book of hours in Chantilly, Musée Condé,
Ms. 85 (Clark 1992: 197, 206, n. 6). De Moers owned a Valerius Max-
imus, a leaf from which Bodo Brinkmann recently discovered in the
Oskar Reinhart collection, Winterthur. He will publish it in the forth-
coming catalogue of that collection. The Rolin Hours, Madrid, Bib-
lioteca Nacional, Ms. Res. 149 (Clark 1992: 196, 206 -7, n. 10, and
Reynaud, in Paris 1993: 89, under no. 40).

7. De Ram 1861, 2: 870.

8. Dehaisnes 1892: 74.

9. 1 argue in the catalogue entries that these books are all earlier
than has generally been thought.

10. Stecher 188291, 4: 162; Dehaisnes 1892: 74.

11. Also particularly influential is the cycle of his half-length minia-
tures incorporated into the book of hours called La Flora (cat. no. 93).
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Fragments from the Saint Bertin Altarpiece
Valenciennes, 1459

A Choir of Angels, interior; A Stone Canopy, exterior

Oil on oak panel, 59.9 X 23.2 cm (23%s X 9 in.); painted surface,
interior: 57.6 X 20.9 ¢m (22's X 8 in.); painted surface, exterior:
57.9 X 20.8 cm (22'%s X 8% in.)

COLLECTION: London, National Gallery, NG 1303

The Soul of Saint Bertin Carried Up to God, interior; A Stone Canopy,
exterior

Oil on oak panel, 59.9 X 22.7 cm (23%s X 8'%sin.); painted surface,
interior: 57.7 X 20.5 cm (22'% X 8 in.); painted surface, exterior:
57.8 X 20.5 cm (22% X 8% in.)

coLLECTION: London, National Gallery, NG 1302

PROVENANCE: Abbey church of Saint Bertin at Saint-Omer, until 1761;
a baker in Saint-Omer; a “local art lover”; Louis Francia (1772—1839),
England, by 1822; offered to the Royal Academy and for sale at 27
Leicester Square, London; offered for sale at Hotel Bullion, Paris;
Lambert-Jean Nieuwenhuys (1777-1862), Paris, 1824; Nieuwenhuys
family; to Edmond Beaucousin, Paris, ca. 1847; purchased 1860

RA

n 1447 Guillaume Fillastre became abbot of the Bene-

dictine abbey of Saint Bertin at Saint-Omer, in northern
France. Highly regarded by Dukes Philip the Good and
Charles the Bold, he also held important posts as bishop of
Verdun, Toul, and Tournai and was chancellor of the Order
of the Golden Fleece. Fillastre was a noted patron of the
arts, and among his most important commissions was a
“silver tabula for the high altar” of the abbey church of
Saint Bertin. Extant accounts list four separate payments
for this elaborate altarpiece, which comprised a central
shrine of silver-gilt statuettes and gems from the treasury
of the abbey, and painted wings. The work was completed
and installed in 1459, when the final payment was made.!

Although no document confirms an attribution to
Marmion (we know only that Fillastre had the altarpiece
“made at Valenciennes”),? there is substantial circum-
stantial evidence to support this. Marmion had relocated
to Valenciennes from Amiens by 1458 and was the pre-
eminent painter there. Furthermore, according to the
chronicler Jean Molinet, Marmion was favored by emper-
ors, kings, counts, and marquesses, and he moved in the
same exalted social circles as Fillastre, who commissioned
the work.

A Choir of Angels (ill. 7a) originally formed the upper
part of the left side of the left wing of the altarpiece, directly
over the scene of the portrait of Fillastre kneeling in prayer
(Aig. 42). The Soul of Saint Bertin Carried Up to God (ill. 7b)
completed the scene at the right side of the right wing,
above The Death of Saint Bertin (sce fig. 42). The two stone
canopies found on the reverses of the two panels covered
the top part of The Crucifixion, the central sculptural group
of the altarpiece, and appeared above a grisaille of the
Annunciation when the wings were closed.

In style, the London fragments recall some of the most
lavish manuscripts of the 1450s that were commissioned






7 a (opposite, left)
SIMON MARMION
A Choir of Angels

7b (opposite, right)
SIMON MARMION
AND WORKSHOP
The Soul of Saint Bertin
Carried Up to God

by Fillastre for presentation to Philip the Good, namely
the Fleurs des histoires (Brussels, Bibliothéque royale de Bel-
gique, Ms. 9231-9232) and the Grandes Chroniques de France
(Saint Petersburg, National Library of Russia, Ms. Erm. 88).
They also relate to the later production of Marmion and his
workshop, especially to the leaf with The Holy Virgins Enter-
ing Paradise (ill. 1ob), which may have come from a breviary
begun for Philip the Good in 1467 and completed for
Charles the Bold in 1470. The trumpeting angels at the win-
dows and the specific forms of the flamboyant Gothic
architecture in the miniature are similar to analogous fea-
tures in the London fragments.* Marmion’s forte was por-
traying emotion through directional glances and gesture.
In this regard, the figures of A Choir of Angels are more
expressive and more refined in technique than those of
The Soul of Saint Bertin Carried Up to God, raising the ques-
tion of workshop participation in the latter. Support for
this suggestion is provided by the fact that the former
shows more alterations in the poses and musical instru-
ments of the angels from the underdrawing to the final
paint layer than can be found in the working stages
of the latter

The characteristics of Marmion’s technique suggest his
participation in the sister arts of panel painting and manu-

Figure 42

SIMON MARMION

Scenes from the Life of Saint
Bertin, 1459. Interior panels
from the Saint Bertin

Altarpiece. Tempera on panel,
56 X 147 cm (22 X 57 7% in.)
each. Partial reconstruction
of the altarpiece wings with
fragments in place (see
opposite). Berlin, Staatliche
Museen zu Berlin,
Gemuldegalerie (1645, 1645a)
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script illumination. On close inspection, the paint appli-
cations of the London fragments have a matte, chalky
appearance, and individual brushstrokes are evident in the
flesh tones as well as in the draperies, just as in Marmion’s
miniatures. The palette of subtly varied reds (tending
toward salmon tones), yellows, and acid greens was favored
by Marmion in panel painting and illumination alike.®

M. WA

Notes

1. C. Dewitte, “Le Grand Cartulaire ou Recueil général des
chartes et titres de I'abbaye de Saint-Bertin,” Bibliothéque commu-
nale, Saint-Omer, Ms. 803, vol. 3, fol. 6, in Dehaisnes 1892: 39, 45. In
1793, during the French Revolution, the abbey church was desecrated.
The central shrine of the altarpiece was melted down, while the wings,
apparently considered of little importance, came into the possession
of a local baker of Saint-Omer. Later the London fragments were sep-
arated from the main portions of the shutters by lLambert-Jean
Nieuwenhuys, who sold the latter to the prince of Orange in 1823,
from whence they entered the Kaiser Friedrich Museum in Berlin.
The dismembered fragments were purchased in 1860 by the National
Gallery, London. For more on the provenance, see Campbell 1998: 303.

2. Dewitte, “Le Grand Cartulaire” (see note 1), fol. 6.

3. Campbell 1998: 300.

4. Hindman, 1992: 226 —27, and Hindman 1997: 66.

5. Ainsworth 1992: 244 - 45; Campbell 1998: 305.

6. For further information on Marmion’s painting technique,
see Ainsworth 1992: 243 -55.
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The Mass of Saint Gregory
Valenciennes, ca. 146065

Oil on wood panel, 45.1 X 29.4 cm (17% X 11%6 in.)

INSCRIPTIONS: Ou tamps que Saint Gregore pappe celebra[n ]t messe a
Rom[m]e en eglise nom[mJee pantheo[n]. nfost}r[e] seigneur s'aparut a luy
e[n] telle se[mbla[n]ce. do[n]t po[u]r la gra[n]de co[m]Jpassion qu’il ot le
voya[n]t ainsy. Otroya a to[u]s cheulx qui po[u]r la Revere[n]ce de luy
diront deuotem{en]t e[n] genoulz v fois plate]r nfoste]r [et] ave m{arija XIIII
m[il] a[n]s de vrais plar]do[n]s [et] d’aultre]s pappes [et] evesqfue]s XII
clent] a[n]s [et] XLVI fois xl jo[u]rs de i[n]dulge[n]ces . . . et ce plarJdo[n]s

a estably le I pappe Clemens, bottom

coLLECTION: Toronto, Art Gallery of Ontario, Inv. 79/121

PROVENANCE: Private collection, Switzerland; [sale, Thomas Agnew
and Sons, London, November 2—December 10, 1971, lot 24]; [sale,
Thomas Agnew and Sons, London, June 7-July 27, 1979, lot 13};
purchased 1979

JPGM

t the very moment that the kneeling Pope Gregory the
Great (ca. 540 —60) elevates the host to bless it, Christ
as the Man of Sorrows miraculously appears before him.
The Toronto Mass of Saint Gregory is derived not from the
popular model associated with Robert Campin, of which
there are many copies,’ but from a formula found in iltu-
minations, some of which are accompanied by the indul-
gence granted by Pope Clement to those who pray before
the image. At least two manuscripts from Amiens, pro-
duced around the time Marmion was in residence there in
the 1450s, show a similar composition, with Christ standing
in a sarcophagus on the altar, but with his body twisted and
his hands raised to reveal his wounds.2 Both Marmion’s
painting and these miniatures present an obliquely posi-
tioned altar before which the celebrant, accompanied by an
acolyte, kneels and raises the host. In a later version of the
theme in the Huth Hours from the early 1480s (London,
British Library, Add. Ms. 38126, fol. 125v), which is attrib-
uted to Marmion and his workshop, a full-length Christ
stands on the altar with no tomb, pressing the wound in his
side with his right hand. Here, as in the Toronto panel, the
instruments of the Passion are displayed on the back wall.
The inspiration for the Christ in the Toronto painting
and at least one close copy on panel? appears to come from
an earlier type of around 1400, in which Christ is shown
standing with his head somewhat lowered to the side and
his hands crossed before him at his groin.* A Byzantine
mosaic icon of Christ in Santa Croce in Gerusalemme,
Rome (fig. 43), thought to have been commissioned by
Gregory the Great to commemorate the miraculous
appearance of Christ at the Mass, is considered the source
of this Man of Sorrows. The icon dates later, however,
from the late thirteenth or early fourteenth century, and
was not acquired by the Carthusians in Santa Croce until
the late fourteenth century.® The popular legend of the
miraculous appearance of Christ led to the development of
various versions of the image as well as diverse accompa-
nying indulgence texts composed to directly suit their read-
ership. Some French indulgences indicate, as does the text
for the Toronto panel, that the event took place in the Pan-
theon instead of in Santa Croce.® As Sterling noted, the text
on the Toronto panel is written in the Picard dialect, which
suggests that the work was commissioned either in
Amiens, where Marmion lived from 1449 to 1454, or in
Valenciennes, where he settled in 1454 and remained until
his death in 1489.7
Certain details of style and effects of color, however,
support a date during the Valenciennes period. The body
type of Christ—with its pronounced chest cavity, tapered
midriff, and long, thin arms—is found both in the Toronto
painting and in The Lamentation of around 1470 in the
Lehman Collection, Metropolitan Museum of Art, New
York (see ill. 11a). The marvelously individualized heads of
Christ, the pope, and the acolyte are similar to those found
in the Saint Bertin Altarpiece, dedicated in 1459 (see cat.
no. 7 and fig. 45). The striking effect of the diaphanous sur-
plice of the acolyte over his orange-pink garment is one
that Marmion used in the Saint Bertin Altarpiece (for the
attire of the chaplain attendant to the donor, Guillaume



Figure 43

The Man of Sorrows, early
fourteenth century.
Maosiac mounted in a
reliquary frame, 28 X

23 ¢m (11 X g% in.) with
frame. Rome, Santa
Croce in Gerusalemme

Figure 44

SIMON MARMION
Scenes from the Life of
Saint Bertin

(detail, fig. 42)
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Fillastre, fig. 44), for the donor in Saint Jerome and a Donor
(see cat. no. 46), and for the costume of one of the Marys in
The Lamentation. Moreover, the Toronto panel, the Saint
Bertin Altarpiece, and The Lamentation share a pasty, matte-
paint quality, as well as similar details of execution and han-
dling on a small scale. These similarities indicate that The
Mass of Saint Gregory is close in date to the Saint Bertin
Altarpiece and The Lamentation; it was probably painted
around 1460 - 65. M. W.A,

Notes

1. See Stroo and Sypher-d’Olne 1996: 65-75.

2. Chéitelet 1996: 163. These manuscripts are in Waddesdon
Manor, James de Rothschild collection (Ms. 6, fol. 21v), and British
Library (Ms. Add. 31835 fol. 33v); both are illustrated in Nash 1999, pls.
9, 10. Both are accompanied by indulgence prayers.

3. This panel in Burgos Cathedral, Capilla del Condestable, is
ascribed to a follower of Marmion around 1500 (illus. in Sterling 1981b:
6, fig. 2).

4. See Lewis (F.) 1992: esp. 185, pl. 3: Man of Sorrows, Boulogne,
Bibliothéque municipale, Ms. 93, fol. 10.

5. Boston 1995: 34 —36.

6. For example, British Library, Ms. Add. 29433, fol. 107v, and
Florence, Biblioteca Riccardiana, Ms. Ricc. 466, fol. 140, as in Lewis
(F.) 1992: 186.

7. Sterling (1981b: 8) thus favors a late date for the painting, while
Chatelet (1996: 163) favors an earlier date, when Marmion was in
Amiens.
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Cuttings from a Book of Hours
Valenciennes, late 1460s

Saint John on Patmos, leaf A

Saint Luke Painting the Virgin, leaf B
Saint Matthew, leaf C

David in Prayer, leaf]

Four cuttings, each 16.8 X 13.8 cm (6% X 57%¢ in.); justification:

10.5 X 7.9 cmn (4% X 3% in.); 18 lines of bastarda; 4 three-quarter-page
miniatures with architectural borders painted in carly sixtcenth
century

HERALDRY: Split double cord punctuated by linked letters W and M,
or joined double cord without those letters, each accompanicd

by repeated letter I and shelis, leaves Av, Cv, Dv, ctc.; shells accom-

panied by pilgrim staffs, leaf Ev; all added in early sixteenth century
1o text pages

coLLECTION: London, The British Library, Add. Ms. 71117, leaves A,
B,C,J

PROVENANCE: [Tomas Harris (1908 —1964), managing director of
the Spanish Art Gallery, London}; to his sister Miss Violeta Harris
(1898 -1989), ca. 1945—50; accepted by HM Treasury in licu of
inheritance tax from estates of Miss Violeta Harris and her sister,
Mrs. Conchita Wolff; to British Library 1992 through National Art-
Collections Fund

RA

his group of cuttings contains eight half-page minia-
Ttures by Simon Marmion and his workshop from a
large book of hours that originally held at least nineteen
miniatures.! The group includes individual depictions of
the four Evangelists and two miniatures from the Hours of
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Qa

SIMON MARMION AND
WORKSHOP

David in Prayer, leaf ]

9b

SIMON MARMION AND
WORKSHOP

Saint Luke Painting the
Virgin, leaf B

the Virgin (The Presentation in the Temple and The Flight into
Egypt), along with David in Prayer, illustrating the Peniten-
tial Psalms, and The Raising of Lazarus. The latter, a subject
that Marmion depicted often and that usually illustrated
the Office of the Dead, illustrates here an unusual pair of
Memorials for All Deceased and for the Souls of Family
Members.2 Another four miniatures from the series—The
Annunciation to the Shepherds, The Adoration of the Magi, The
Crucifixion, and The Martyrdom of Saint Apollonia—are in
the Rijksmuseum, Amsterdam.? Although the miniatures
from both groups have suffered some fading, their quality
is apparent, especially in the lovely landscapes of Saint John
on Patmos and David in Prayer and in the colorful monastic
enclosures of the writing Evangelists.

Although Marmion rarely used patterns in his work-
shop or repeated himself, these miniatures are striking for
their correspondence to compositions in the Berlaymont
Hours (cat. no. 12), especially Saint Luke Painting the Virgin,*
The Presentation in the Temple, and The Adovation of the
Shepherds. Also, in the two cycles the narrow cells of the
Evangelists are broadly similar in their furnishings and
architectural detail. This close relationship suggests that
the London/Amsterdam miniatures belong not far in date
from the Berlaymont Hours of around 1470-75. The fact
that the conceptions of interior space and landscape are less
ambitious in the former than those evident in the Berlay-
mont Hours indicates that the artist painted them some-

what earlier, perhaps in the late 1460s.° At the same time

these works are not as accomplished as the Berlaymont
miniatures and were likely executed in part by assistants.

The group of British Library cuttings also contains
another eight fragments of text, all incipits or portions of
lower borders from the same manuscript. Seven belong to
the miniatures in the series (to all except David in Prayer),
while one contains the incipit for Terce that the Amster-
dam Annunciation to the Shepherds illustrated before the
leaf was cut up.®

In the early sixteenth century a French illuminator
crudely overpainted the book’s leaves with brown borders
of engaged columns and Renaissance putti. He also added
to the borders of the reverses personal insignia of a subse-
quent owner, including the initial 1, the double cordeliére of
the royal Order of Saint Michael, and the shell and pilgrim’s
staff associated with Saint James the Greater. Thus, these
additions were likely made for a noble close to the French
crown named Jacques. Interlaced letters M and W accom-
pany the other insignia in some of the borders. This evi-
dence makes possible the identification of the original
codex, now stripped of all of its miniatures, in the Bib-
lioteka Czartoryskich in Krakéw (Ms. Czart 2945 I1).” The
book’s pages, written by the same scribe as the leaves cata-
logued here, with the identical number of lines per page
and justification, have the same body of heraldic motifs
added by the same sixteenth-century painter. T.K
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Notes

1. The book was certainly larger than the largest dimensions of the
reconstructed cuttings, 16.8 X 13.7 cm (6% X 5% in.), since the leaves
are all trimmed to the edges of the painted areas.

2. The incipits for the two memorials are, respectively, “De pro-
fundis clamavi” (Psalm 129), and “Deus venie largitor.” The memorials
feature a sequence of psalm, versicle, responsory, versicle, responsory,
concluded by prayers. They appear to derive from the Office of the
Dead itself. Lauds of the Office of the Dead for the use of Paris has the
same texts in a slightly different sequence and concludes with some of
the same prayers (Baltimore 1988: 167). Deus venie largitor (a prayer, not
a psalm) is found in first Vespers of the same office.

3. Nos. 61.100, 70.44, 70.45, 70.46 (Boon 1978: 3—4, Nos. 4-7;
Ainsworth 1992: 243 44).

4. The Saint Luke features an odd detail. The Evangelist paints the
Virgin and Child arranged in the mirror image of their actual pose, a
curiosity not found in the Berlaymont version. Although the painting
of light and the interior is particularly beautiful in this miniature, it is
perhaps painted with workshop collaboration.

5. Kren 1996: 215-16.

6. All illustrated in Kren 1996.

7. The book came to my attention in the recent publication of
Katarzyna Plonka-Batus (z001: 354-56). She establishes that the book
was in Poland by the seventeenth century, perhaps brought there by
someone in the circle of Queen Maria Ludwika (1611-1667). I am grate-
ful to Isabella Zuralski for translating the text. The justification of the
detached leaves is 10.8 X 8 cm (4% X 3% in.), while the justification of
the leaves in the codex measures 11 X 8 cm (4%s X 3% in.). Peter Kidd
and Katarzyna Plonka-Batus kindly supplied this information.
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Leaves from the Breviary of Charles the Bold
Valenciennes, ca. 146770
Scenes from the Life of Saint Denis

One leaf, 15.2 X 11.3 cm (6 X 47 in.); justification: 10.7 X 7.3 ¢m
(%6 X 27% in.); recto: 1 full-page minjature with historiated border;
verso: 27 lines of textura

COLLECTION: Private collection

PROVENANCE: Charles the Bold, duke of Burgundy (1433 -1476);
private collection

jpGM and RA

The Holy Virgins Entering Paradise

One leaf, 16 X 11.9 cm (676 X 4'%6 in.); justification: 10.7 X 7.1 cm
(476 X 2% in.); recto: unruled, 13 lines of textura (remainder of text
area blank); verso: 1 full-page miniature with historiated border

coLLECTION: New York, The Metropolitan Museum of Art, Robert
Lehman Collection, 1975.1.2477

pROVENANCE: Charles the Bold, duke of Burgundy (1433-1476);
[A. S. Drey, Munich (no. o7041)); to Robert Lehman (1891-1969),
February 1, 1930

jpGM and R A

he iconography of these two devotional miniatures,

derived from a now-lost breviary probably made for
Charles the Bold, is unusual. One shows, on a recto, scenes
from the life of Saint Denis. On the verso is the beginning
of the office for the Feast of Saints Denis, Eleutherius, and
Rusticus, which falls on October 9. The miniature shows
the three saints beheaded, with Denis, bishop of Paris,
returned to his feet, holding his head in his hands. The fully
historiated border represents Saints Paul and Denis
approached by a blind beggar; the baptism of Saint Denis;
Saint Denis kneeling before Pope Clement I prior to their
departure for Gaul; and the three imprisoned missionaries
taking Communion in a Parisian jail.’

The second miniature, on a verso, is a rare illustration
to the Common of Virgins. The miniature shows Christ at
the gate of paradise—conceived as a Late Gothic palace—
receiving the Wise and Foolish Virgins, one of whom
moves to the front as the bride of Christ. The historiated
border illustrates, at the left in an enclosed garden, the vir-
gins holding hands in a circle around Christ, the bride-
groom; below, the virgins appear seated in a garden as an
angel beckons: Venite, omnes virgines [Come, all virgins].2 In
each scene, one of the virgins is dressed in a black habit
with a wimple and hood, marking her as a nun, and in the
bas-de-page she is depicted as an abbess, holding the staff of
her authority. The other virgins wear plain white dresses
(though some with fashionable high belts), some holding
lamps, some wearing crowns.? The wimpled figure in each
miniature must have given the narrative a more immediate
meaning for the book’s courtly audience. The text on the
recto of this miniature is the conclusion of the Common of
Confessors, which precedes the Common of Virgins.

Although lavish illuminated breviaries were not rare in
the later fifteenth and early sixteenth centuries, they were
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The Holy Virgins Entering
Paradise

most often made for individuals at the highest level of soci-
ety. Examples include breviaries made for Philip the Good,*
presented to Isabella of Spain (cat. no. 100), perhaps owned
by King Manuel I of Portugal (cat. no. 92), and acquired by
Eleanor of Portugal (cat. no. or). Sandra Hindman has
argued that both leaves are by Marmion and that they
could date to the late 1460s, when the artist created the
celebrated but otherwise untraced breviary with ninety-
five miniatures and a dozen calendar vignettes commis-
sioned by Philip the Good in 1467 and completed for his
son, Charles the Bold, in 1470.° Although the evidence is
circumstantial, Hindman’s hypothesis has considerable
merit.$ Marc Gil has shown that decorative borders similar
to these appear in a book of hours from the Marmion work-
shop.” The latter perhaps also dates from the 1460s.®

The leaf with Saint Denis was certainly painted by
Marmion, while the other may be only his invention. The
modeling of flesh areas differs in the two leaves; only that in
the Saint Denis leaf is characteristic of the artist. It shows
his deft handling, creating expression in the figures with
carefully placed strokes and an economy of means. Most of

the faces in the miniature of the virgins have fine brush-
strokes in red applied to give ruddiness to the flesh, but in
a manner so repetitive and clumsy that it muddies the
features.” The style is Marmion’s, but the execution is often
weaker than his. Since the miniatures for these two offices
were full page, many of the other ninety-three miniatures
were also probably full page. So, even if it took the illumi-
nator three years to complete the work, as the documents
suggest, he would have required assistance. T.K.

Notes

1. See Hindman 1992: 22425, also for the account of the iconog-
raphy of the virgins miniature.

2. As Hindman (1992: 224) notes, this is the response to the third
nocturne in the Common of Virgins.

3. Hindman argues that the iconography is derived from the Com-
mon of Virgins itself. It refers to the bride of Christ taking the crown
and to ten virgins with lJamps going to meet the bride and bridegroom
(cf. the response to the first nocturne at Matins and the seventh lesson
of the third nocturne at Matins). The inscription Venite, omues virgines
does not, however, as she suggests, appear in the Common of Virgins,
or at least not in the modern edition.

4. Brussels, Bibliothéque royale de Belgique, Mss. 9511, 9026 (Gas-
par and Lyna 1984 —89, 3:305—11, 462— 63, NOS. 319, 319.2).

5. Hindman 1992; Hindman et al. 1997: 61-72.

6. One may add to her argument that the subject of the martyr-
dom of Saint Denis and his companions is llustrated in both the win-
ter and summer portions of the first breviary that Philip ordered (see
note 2), a book less richly decorated than that commissioned from
Marmion (Brussels, Bibliothéque royale de Belgique, Ms. gsi1, fol. sto,
and Ms. 9026, fol. 452v (Gaspar and Lyna 1984 -89, 3: 307, 308).

7. The borders are unusual for the menacing, grotesque profile
also found in the margin of the verso of the Saint Denis leaf.

8. Paris, Bibliothéque nationale de France, Ms. n. a. fr. 3214; cf. Gil
1998a: 44, figs. 1-3.

9. lam grateful to Laurence Kanter and Akiko Yamazaki-Kleps for
facilitating a closer study of the miniatures’ technique with the aid of
high-magnification microscopy.
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The Lamentation; on the reverse: Coat of Arms of Margaret

of York and Interlaced Initials of Charles the Bold and Margaret
of York

Valenciennes, ca. 1470

Oil and tempera (?) on oak panel, 51.8 X 32.7 cm (2076 X 12% in.)

coLLEcTION: New York, The Metropolitan Museum of Art, Robert
Lehman Collection, 1975.1.128

PROVENANCE: Margaret of York, duchess of Burgundy (1446 —1503);
Charles and Eliza Aders, London, by 1831 [their sale, Christie’s,
London, April 26, 1839, lot 23]; Henry Crabb Robinson (1775-1867);
[Christie’s, London, July 27, 1917, lot 128}; Langston Douglas; Philip
Lehman, New York, by 1922; to Robert Lehman (1891-1969),

New York
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Arms (reverse of panel
inill. 11a)

Figure 45

SIMON MARMION
Scenes from the Life
of Saint Bertin
(detail, fig. 42)

he Lamentation joins the elaborate breviary completed
Tin 1470 for Charles the Bold (cat. no. 10) and various
illuminated books made for Margaret of York in 1475 (cat.
nos. 13, 14) as premier examples of Simon Marmion’s com-
missioned work for the ducal couple. The coat of arms on
the reverse of the panel indicates that it once belonged to
Margaret (ill. 11b). Her marriage to Charles in 1468 signals a
terminus post quem for the painting, which may have been
commissioned around that time or later, in early May of
1473, when with great fanfare the couple attended the meet-
ing of the Order of the Golden Fleece in Valenciennes. In
residence at the time, Simon Marmion was likely employed
to provide decorations for various festivities associated
with the meeting.'

The attribution of The Lamentation to Marmion and
a date between 1468 and the early 1470s accord well with
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stylistic and technical considerations. The Lamentation is
painted in the same style and technique as the Saint Bertin
Altarpiece (see cat. no. 7), an elaborate altarpiece commis-
sioned by Guillaume Fillastre and dedicated in 1459. Both
works include similar figure types and an expression of
mood and psychological content that is conveyed effec-
tively through directional glances (fig. 46) and meaningful
gestures of the protagonists (see fig. 43). In terms of tech-
nique, the relatively matte finish and disengaged brush-
strokes characteristic of these paintings are features of
execution that suggest an artist who was trained in manu-
script illumination. Marmion’s palette of lime greens,
salmon pinks, and pale tones of red and blue in The Lamen-
tation is frequently encountered in his miniatures and
paintings alike, and his particular rendering of the gauze-
like material over Mary Magdalene’s dress is a feature of
the costumes of Saint Omer and the chaplain in the Saint
Bertin Altarpiece (see fig. 44) and the donor in Saint Jerome
and a Donor of around 1475 (cat. no. 46). Marmion’s later
works reveal the influence of south Netherlandish artists,
hinting at a sojourn in Ghent and Louvain, where he would
have encountered the art of Hugo van der Goes, Joos van
Ghent, and Dieric Bouts. The composition, specific
arrangement of landscape and architectural forms, and the
sense of psychological detachment of the stiffly posed
figures in The Lamentation in particular recall Bouts’s
Abraham and Melchizedek, the upper-left wing of the Holy
Sacrament Altarpiece (Louvain, Saint Peter’s Church),
which was painted between 1464 and 1468.

The Lamentation is essentially a Pietd, a subject espe-
cially favored by French panel painters and illuminators. As
Joseph of Arimathea and Nicodemus gently lower the body
of Christ onto the lap of the Virgin, she crosses her hands
over her heart in acceptance of her son’s fate and in vener-
ation of him. Two Marys and Saint John prayerfully look
on with quiet and restrained sorrow. A master of naturalis-
tic detail, Marmion echoed the empathic response of the
figures through the bent-over red poppy, a symbol of sleep
and death, at the lower left.

The Pieta was a theme that Marmion treated with full-
length figures, as in the present panel, and as a close-up
excerpt, concentrated solely on the interaction between
the figures of the Virgin and the dead Christ. The immedi-
ate relationship between Marmjon’s miniatures—namely,
the single leaf in the Philadelphia Museum of Art (cat. no.
20) and folio 165v in the La Flora Hours (cat. no. 93)—and
his panel paintings is indicated further by the underdraw-
ing of The Lamentation.! In addition to a number of adjust-
ments in the positions and poses of the figures, this
preliminary sketch in brush shows that the Virgin’s hands
were clasped in prayer and her head further lowered
beneath a single, rather than a double, veil. These derails
are found in the miniatures and in a metalpoint drawing
(cat. no. 30) that served as a workshop model for panel
painting and illumination alike. M. W.A.

Note
1. Ainsworth 1992: 246 — 48, fig. 238; Sterling and Ainsworth 1998:
4-s5, fig. LI

2
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Leaves from the Berlaymont Hours
Use undetermined
Valenciennes, ca. 1470-75

Saint Luke Painting the Virgin, fol. 1sv
The Crucifixion, fol. 24
The Flight into Egypt, fol. 56

MANUSCRIPT: iii + 126 folios, 20.5 X 14.5 cm (8% X 5Msin.);
justification: 10 X 6.8 cm (3'%s X 2/ in.); 18 lines of bastarda;
17 three-quarter-page miniatures

HERALDRY: Full-page escutcheon with the arms of Charles de
Berlaymont impaled by those of his wife, Adrienne de Ligne,
encircled by wreath, fol. 13; full-page escutcheon with the arms
of Berlaymont encircled by collar of the Order of the Golden
Fleece, fol. 13v

INSCRIPTIONS: Lan mil cincq cent xvj le xxiii jo[u]r de jullet e[n Jtre trois et
quatre heures apres midi trespassat de ce . . . me[seig[neuJr michiel de
berlaymont seignfeu]r de floyon kernixt et haultpen[ne] en la ville de huy
duquel le corps fut portez en terre en leglise dung kernixt pries dieu pour son
ame, fol. ii; Trespas de feu ma fe[mJme le xv.e doctobre 1558 entre lez iii et
iiii heures du matin et ung sabmedi au chatheau de berchies, entered in the
calendar on October 15, fol. 10; Le xvii le corps fut menez a birleymo[n]t
et le xviii.e mons.r de crespin soufragen de cambray fit la benediction de
leglfisJe et le terrat au coir dicelle Dieu par sa bontez ayt avis lame en son
paradis, bottom, fol. 1o; Le xviii.e octobre 1558 leglfisJe de berlaymont fut
dediee, fol. 10v; faictes pour moy com[mJe eusse / faict pour vous, fol. 12v

BINDING: Disbound; original red velvet back cover in the Huntington
Library files

COLLECTION: San Marino, The Huntington Library, HM 1173

PROVENANCE: Michel de Berlaymont or a member of his family, by
1516; Charles de Berlaymont (1510 -1578) and his wife, Adrienne de
Ligne (d. 1563); [Alexander Storch, Prague, by November 1896];
{Ellis and Elvey Catalogue 96, 1901}; E. Dwight Church (1835~1908);
to Henry E. Huntington (1850-1927) in 1911

JPGM

he Berlaymont Hours is a routine book of hours with-
T out unusual iconography or surprises among its devo-
tions. It has only standard offices and no suffrages or extra
prayers.! Despite its basic devotional content, its miniatures
rank with the most beautiful among Simon Marmion’s
many books of hours. Saint Luke Painting the Virgin (ill. 12a)
shows the Virgin and Child posed behind a parapet draped
with a cloth of honor in an arched opening. Working at a
tall easel, Saint Luke captures their features on a gold-
ground panel, fittingly also arched; Luke paints the classic
small-scale private devotional image of the later Middle
Ages. The scene is both contrived and remarkably inti-
mate, with the Evangelist’s symbol, the ox, watching as his
master works. Previously Marmion may have painted an
altarpiece with this subject when he created the altar
retable for the newly founded Confraternity of Saint Luke
at the Church of Notre-Dame in Valenciennes in 1463.

The Berlaymont cycle is noteworthy for the strongly
axial compositions, established by symmetrical architec-
tural settings whose outer edges or columns are sometimes
congruent with the frame, by a standing figure, or by a pair
of figures flanking an implied central vertical. Among its
other arresting features are the evocative golden sky lined
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Saint Luke Painting the
Virgin, fol. 15v
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with dark clouds in The Crucifixion (ill. 12b); the elaborate
spatial recession of the landscape in The Flight into Egypt
(ill. 12¢); and the expressiveness of gaze and gesture in The
Presentation in the Temple, The Nativity, The Crucifixion, and
The Raising of Lazarus. Also distinctive are the novelty and
subtlety of the miniatures’ color harmonies.

The book has a rare style of decorative border that
appears only in manuscripts illuminated by Marmion,
notably Les Visions du chevalier Tondal (cat. no. 14), La Vision
de 'ame de Guy de Thurno (cat. no. 13), L’Histoire de madame
sainte Katherine (France, private collection), L'Instruction
d’un jeune prince (Cambridge, Fitzwilliam Museum), and a
book of hours, now preserved in only a single leaf, made for
a young nobleman.? These borders feature golden brown
and dark blue acanthus in the corners, with stems, leaves,
and vines in a similar golden brown relieved by a few
flowers in red or blue. A flowering thistle is a typical motif

"
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in this border type. Since the two Visions are dated 1475, the
Berlaymont Hours is generally dated to the first half of the
1470s, given the rapid further development of the artist’s
style later in the 1470s.?

The book features an added leaf with the coats of
arms of Charles de Berlaymont (1510-1578) and his wife,
Adrienne de Ligne (d. 1563). Under Emperor Charles V
(1500-1558), Berlaymont served as regent of the Nether-
lands following the departure of Mary of Hungary. He
was inducted into the Order of the Golden Fleece on Janu-
ary 28, 1555 (n.s. 1556), and was the first count of Berlay-
mont. Thus, the inserted armorials date between 1556 and
1563.* They show the great pride in the Flemish Burgundian
artistic heritage among the lieutenants of the Hapsburg
court and perhaps also a regional pride in Marmion him-
self. In the same years Louis de la Fontaine, the historian of
Valenciennes, praised the illuminator’s achievements.’
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The book was certainly in the Floyon branch of the
Berlaymont family a full generation before it was acquired
by Charles. It contains a death notice for Charles’s father,
Michel, lord of Floyon, Kernt, and Haultepenne, which
was written within days of his passing, in Huy on July 23,
1516.° Probably the book was owned by Michel or a close
relative at the time of his death. Since the book’s calendar
points to Amiens” and it has an “Obsecro te” that includes
an Amiens variant, it is of interest that a cousin of Michel,
Gillette de Berlaymont (d. 1545), was related by marriage to
one of the greatest of Amiens families. Through her nup-
tials with Louis Rolin d’Aymeries, the grand marshal and
first viscount of Hainaut (d. 1528), Gillette became the
daughter-in-law of Marie d’Ailly, the daughter of Raoul
d’Ailly, vidame of Amiens. Raoul d’Ailly was a patron of
manuscript illumination in Amiens.® Marie d’Ailly and
Antoine Rolin (ca. 1424 -1497) were also important patrons
of manuscript illumination, notably of the Master of
Antoine Rolin, Marmion’s prolific follower (cf. cat. no. 94).°
Thus, perhaps the book discussed here was originally cre-
ated for a member of the Rolin/d’Ailly family (or of their
circle) and then passed to the Floyon branch of the Berlay-
mont. Gillette de Berlaymont, who died without issue,
must have been close to her cousin Michel; she ultimately
left her estate to Charles.® T.K.

Notes

1. Clark (1992: 206 n. 7) points out that the uses of the Office of the
Dead and Hours of the Virgin have not been determined. See
Dutschke et al. 1989, 2:523 24, for a description of the contents.

B Yefbns Homss
Zne m aditozium
I mam miende - nie
B ab adiwandim me

2. Paris, Ecole nationale des Beaux-Arts, M. 130; Reynaud, in Paris
1993: 89, no. 41. The donor, in a costume and bowler hat not unlike
those of the donor in a diminutive book of hours discussed in cat. no.
37, is shown presented to the Virgin by a bishop saint. In the Fitz-
william manuscript, the border appears only around the single minia-
ture painted by Marmion, not around other miniatures in the same
volume painted by Loyset Liédet.

3. Kren, in Malibu 1983a: 31, under no. 4; Clark 1992: 201.

4. A note dated October 15, 1558, written in a frail hand, records
the passing of “feu ma femme” at four o’clock in the morning at the
chateau of Berchies. This does not refer to Charles’s spouse, who died
five years later. The woman was buried two days later in the choir of
the church of Berlaymont by the suffragan bishop Crespin of Cambrai.
Nor does the inscription refer to Marie de Gavre, wife of Charles’s
older brother, Louis de Berlaymont, who was lord of Floyon and
Haultepenne before him and who died in 1567. She was the daughter
of Geoffroy, lord of Fresin. Although her death date is unknown, she
was still alive in 1550. I am grateful to Elizabeth Teviotdale for her
research on de Gavre’s life and to Scot McKendrick, who transcribed
the inscriptions on the flyleaves. I have not been able to confirm the
identity of the owner of the chéteau of Berchies.

5. See Dehaisnes 1892: 122, and Ainsworth 1992: 243. They draw on
de la Fontaine’s Antiquitez de la ville de Valenciennes of 1551-54.

6. Fol. ii. He was buried in the church at Kernixt (Kernt).

7. Honoratus (May 16) and Firminus (September 25) are both fea-
tured as red-letter feasts.

8. Nash 1999: 47, 56 n. 90, 364 — 69.

9. On the library of Antoine Rolin and Marie d’Ailly, see Legaré,
in Nys and Salamagne 1996: 204 —9, and Maurice-Chabard 1999: 56 - 60.
Earlier Marmion had illuminated a book of hours for Guillaume Rolin
(1411-1488), the uncle of Louis Rolin, who served, among his various
offices, as governor of Artois (Madrid, Biblioteca Nacional, Res. 149;
see Reynaud, in Paris 1993: 88—-89, under no. 40, and Vaivre, in
Maurice-Chabard 1999: 53-55).

10. According to Poplimont (1863: 552), he was her adopted son.
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A Priest and Guy’s Widow
Conversing with the Soul
of Guy de Thurno, fol. 7
(detail)
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La Vision de I’dme de Guy de Thurno, translation of De spiritu
Guidonis
Valenciennes and Ghent, 1475

MANUSCRIPT: ii + 34 + ii folios; 36.3 X 25.7 cm (1476 X 10% in.);
justification: 24.4—24.9 X 16.3~16.8 cm (9%~ 9 % X 6%~ 6% in.);
28 lines of bastarda in two columns by David Aubert; 1 two-column
miniature

HERALDRY: Initials CM (for Charles the Bold and Margaret of York)
and motto of Margaret of York Bien en adviengne, fol. 7; the arms of
the marquis de Ganay, front flyleaf

I