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ABSTRACT

In their attempts to recover the ways in which medieval texts
were received and understood by their original audience, literary
scholars have looked to the visual arts of the period; some, in
particular, have turned to the illustrations which accompany works of
literature in luxury manuscripts. This thesis considers possible
relationships between text and image in an endeavour to assess the
legi timate use that can be made by a critic rather than an art
historian of manuscript illustration. | identify three possible
functions that illustrations may have served: as decoration; as a
means of providing an interpretation; and as part of the apparatus
designed to guide the reader through the text and enable him to locate
important passages. These categories are not mutually exclusive. Such
functions cannot be discussed without reference to the circumstances of
manuscript production. Medieval artists themselves were not concerned
with issues of interpretation, preferring to use compositions broadly
appropriate to the scene to be illustrated. On the other hand, there
is evidence to suggest that authors, commentators or individual owners
may have specified aspects of the pictures to be provided., It is there-
fore impossible to generalize. Adopting a deliberately pragmatic
approach, | discuss particular manuscripts or groups of manuscripts in

detail, | focus particularly on three texts: Mandeville's Travels and

Lydgate's Troy Book and Fall of Princes, although other works are

e

considered in less detail.

My conclusion stresses the diversity of response on the part of
devisors of pictorial cycles to the task of illustrating literary texts.
Scrupulous care is combined with expedient use of cliché, often within
the same manuscript. No miniature can be dismissed as being merely for

the sake of embellishment, but the evidence it provides must be used

with care.

X1 1
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INTRODUCT I ON.

The question asked by this thesis is: what function did the
illustration in late~medieval English vernacular literary manuscripts
serve? It is a question considered in detail in the last four
chapters where | discuss examples of groups of manuscripts;where the
illustrations seem to be fulfilling a different purpose in each case.
The issue is, however, a complex one, needing to be placed in complex
contexts. This is the purpose of the first two chapters.

The thesis grew out of an attempt to apply to English manuscripts
the methodology adopted by Ros€émond Tuve and J.V. Fleming in their
respective discussions of the Roman de la Rose: the attempt to
recapture a more exact sense of a contemporary response to a text
through the use of illustrations which accompanied that text. In other,
scattered, remarks which have been made about the relation of image to

text in medieval manuscripts, | distinguish two other major approaches;

but since these books on the Roman are the only extended pieces of work

to address the problem in any detail, | analyze their propositions
carefully in my first chapter before moving on to the English context
in my second. Tuve's and Fleming's assumption is that illustrations
were provided to clarify the text. By paying more attention to the
probable circumstances of production, | conclude that the possibilities
are more multi-valent than this. In general, the system of production
was flexible enough to allow for the intervention of an interested
author, patron, editor, or independent commentator. Some authors make
incidental comments about the efficacy of illustration. Yet the use of
formulae and conventional prototypes may predominate over a desire to

respond specifically to the text. Hence it is impossible to generalize:

each manuscript must be treated as an individual case. Close analysis
of individual manuscripts or groups of manuscripts seems to be the most

useful contribution to the problem.



Before embarking on the individual studies that comprise the main
part of the thesis | put English vernacular illustration into context.
| map out tentatively in a checklist the kinds of text that were
illustrated, and the extent of dissemination of the cycles. | consider
the fact of illustration from three viewpoints. Firstly as expressive
of the individual interest of the commissioner of the manuscript in
this particular text. Secondly as part of a tradition that the text in
question is one-to be illustrated. Thirdly | discuss the author as
someone who may have been concerned with the physical appearance of his
work and therefore specified scenes to be illustrated, or as someone
for whom an illustrated format was deemed appropriate by others. In so
doing | raise some of the issues to be explored more fully in subsequent
chapters, particularly some of the problems involved in creating an

extensive cycle and some of the strategies employed to do so. The

remainder of the thesis considers the more important groupings of texts
in the checklist, that have not beenconsidered in this second chapter.
Since the emphasis of the last three chapters is on narrative
illustration to secular literary manuscripts, Chapter 3 deals more
briefly with types of manuscripts which do not fall into this category.
Firstly | discuss those manuscripts the illustrative programme of which
alludes to a relationship between the manuscript and its audience rather
than the relationship between picture and text. | refer here to scenes
of presentation and composition. The desire to portray the author is
particularly interesting in the case of Chaucer and has no parallel in

English vernacular illustration. Secondly | consider 'expository!'
miniatures: |lllustrations which present in visual terms information

contained in the text. Taking as my major example the Master of Game
by Edward, second Duke of York, | trace a fluctuation between fidelity
to the text, decorative elements and reliance on cliché. Though Edward

and the French authority from whom he takes his material seem conscious

of the utility of illustration in imparting information, the miniatures



do not straightforwardly fulfil this function. They reveal the

~conflicting demands of aesthetic patterning and usefulness. The final

category is devotional illustration. Here the relationship between
picture and text is not so much one of interpretation as of extension,
| take as my focus BL Add. MS 37049, a manuscript which seems
particularly conscious of the uses to which illustration caﬁ be put,
and Cambridge, Trinity College MS B, 10.12, which again reveals some
tension between the effort to offer assistance in the process of
.visualization and the use of formulaic presentation.

The remaining half of the thesis considers secular narrative in
more detail. My approach is deliberately pragmatic: | have tried to
discuss what can be deduced from detailed analysis of the manuscripts
themselves, in the belief that an empirical rather than a theoretical
method will Ieaa to the ﬁost useful results. In my belieé that
generalization is of limited value | take illustrated manuscripts of
two translations by Lydgate, showing that the miniatures seem to have
served different functions in each case. Against these luxury
manuscripts | set the stylistically unpretentious programmes which

accompany two Mandeville's Travels manuscripts and which are the main

focus of Chapter 4,

There appears to have been no set tradition of illustrating
Mandeville's Travels and each manuscript provides a different sequence
of miniatures, | argue that in so doing each manuscript provides a
different interpretation of the text: different aspects are highlighted
in each instance. In the case of Royal 17. C xxxviii the artist seems
to be relying on formulae to devise his pictorial programme whereas the
artist of BL Harley 3954 is more faithful to textual detail. The

programme of the Royal manuscript stresses the devotional and pious
aspects of the narrative while Harley emphasizes the marvellous and

exotic, Since Mandeville's Travels was adapted in various forms during



the fifteenth century, stressing various aspects of the narrative, it
is interesting to see the way in which these two manuscripts reveal
divergent foci of interest. In connection with this discussion of the
power of illustration to present the text in a certain light by
emphasizing elements of it, | consider the sole extant manuscript of

Alexander B, Bodley 264, | show how the adoption of conventional and

formulaic methods of illustration creates a 'reading' of the poem.

In Chapter 5 | discuss manuscripts of Lydgate's Troy Book, showing
how the combination of prestigious poet, prestigious patron, and
" prestigious text, conspire to produce a fairly consistent manuscript
tradition to the point where one could talk about 'editions'. The
emphasis in all aspects of the layout, including the illustrations, is
to delineate structural divisions in the text: thus, here, miniatures
are used in a formal way to indicate the hierarchy of division in the
manuscript. This is the case even with Rylands, Eng. 1 which looks,
at first sight, as if the miniatures are supplied as an indexing and
anthologizing device. The location of the illustrations derives from a
sense of propriety about how the work should be divided, a sense of
propriety conditioned by the idea of the structure of the work contained
in the earlier manuscripts. The desire is to present the divisions of
the text in a visually arresting way, rather than to illustrate the text
as such. Against this background | discuss the slightly quirky

qualities of the projected programme for Royal 18 D, ii and speculate

that this may be the result of patronal interest.

In my final chapter, | discuss manuscripts of the Fall of Princes by

way of contrast, | observe that, whereas Troy Book manuscripts present

- a consistent solution to the problem of how to present the work in a

luxury format, Fall of Princes manuscripts adopt a number of

approaches., This may be attributed to the lack of an authoritative

illustrated presentation copy (Lydgate apologizes for the lack of




illustration). Furthermore, since this text is basically an

assemblage of stories with a controlling theme, the illustrations serve

to impose a hierarchy on the stories. | suggesi that the illustrations

to this text had an important function as visual indices and of aides

memoi g relating them to some of the mnemotechnic devices mentioned in
the first chapter. Moreover, | have found much more evidence of copying
from French models in manuscripts of this'text than | have with
manuscripts of tﬁe Troy Book. This is one of the 'new cycles', a text
for which miniatures were devised at the beginning of the fifteenth
century and therefore responsive to new ideas about how books should be
i1lustrated.

Since the whole aim of my thesis has been to stress diversity,
there is no general conclusion. | reiterate my contention that every
manuscript must be approakched flexibly and with an open miﬁd.

Hindman points out: 'While the owners can be identified, reading
processes defined and specific circumstances outlined, the individual
reader with his unique personality and background, as well as his often
divergent expectations, cannot be resurrected'(l). Careful study of
relationships between image and text in medieval manuscripts may, in

some cases, be a modest step towards that resurrection.




CHAPTER 1. SOME THEORETICAL DIRECTIONS.

During the past twenty years literary historians specializing in
the Middle Ages have taken an increasing interest in the visual arts.
|ndeed, as J.V.Fleming observes, in Chaucer studies: !'Recourse to
pictorial sources has become a nearly routine feature of literary
analysis' (1). Such evidence is often used as an aid to the historical
imagination in an attempt to discover the 'meaning' of a text to its
first readers. A profitable area for investigation would seem to be in
the illustrations which accompany de luxe manuscript copies of favoured
works. Here, it might seem, we have an example both of the common
repertory of images shared by author and reader alike and of images
specifically designed for texts. The illustrations provided for works
of literature are thus of potential importance to their interpretation.
Before this importance can be assessed, the question to be asked is:
what purposes did the miniatures serve? The object of this thesis is to
examine the various relationships between text and image in late-
medieval manuscripts, concentrating on illustrations to texts in the
English vernacular. Modern comments on the problem can be divided into
three broad categories. Firstly, that they have little real significance:
luxury manuscripts with numerous pictures were essentially objets d'art,
intended to impress the viewer with their beauty. A typically sceptical
note is sounded by C.F.Buhler:

One may well speculate on whether or not the grand, de luxe,

i 1luminated manuscripts are books at all. They may well be works
of art -- or furniture, as little to be used as furniture on

display in a museum. (2)
Secondly, it has been suggested that miniatures provide a visua)
commentary on the text they illustrate and thus can provide one means of
access to the way it was originally received and understood. Thirdly,
that illustrations were an essential part of the apparatus designed to

guide the reader through the book and to help him find required passages.

The second and third of these approaches assume that the manuscripts were
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actually read and that some thought went into the positioning and
composition of the miniatures (3).

The use of a book as an investment must be taken into account:
'books, like plate', says Mynors, were 'one of the recognized ways of
holding capital in portable and negotiable form' (4). But, granted that
an illuminated manuscript may not necessarily have been commissioned by
a patron eager to enjoy an admired work in a sumptuous format, the fact
of illustration can provide useful information about a particular text.
Since an illustrated book involves a considerable capital outlay, it is
a measure of the value accorded a certain work that it, rather than any
other, was selected for embellishment in this way (5). It betrays, at
least, an interest in the physical form of the book. The point is whether
the pictures ever provided a more direct commentary on the text they
accompanied.

That they did is the assumption behind J.V.Fleming's study of the
Roman de la Rose (6) in which he uses illustration to establish his
contention that the lover's pursuit of the rose was viewed ironically by
its first readers as the pursuit of fole amour. Rosemond Tuve (7)
interprets the poem in a similar, though more subtle, way and she, too,
uses detail from manuscript illustration to support her analysis. Like
Fleming, she attributes to the artists a conscious participation in
presenting the text to the reader. Her approach is more fruitful since
she is concerned in general terms with changing attitudes towards the
reading of allegorical texts. Critics as diverse as C.S.Lewis and
D.W.Robertson agree that the fifteenth century neither read nor produced

allegory with the vigorous purity of earlier ages (8); a poem like the

Roman, composed in the thirteenth century and transcribed and published

during the fifteenth and sixteenth centuries (9), offers ample scope for
the charting of changes in sensibility. Moreover, the 'Querelle’
involving Christine de Pizan, Jean Gerson, Jean de Montreuil and Gontier

and Pierre Col is one of the earliest collections of documents revealing
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disagreement about the meaning of a secular text (10). It shows that,

by the early fifteenth century, it was possible to miss the ironies and
to concentrate on the literal level of the poem. On the other hand, from
the end of the fifteenth century comes JeaniMolinet's over-ingenious

Romant de la rose moralisie cler et net, in which he re-allegorizes the

Roman, seeing the 'God of Love as our Lord seeking his spouse Anima (the

Lover) '(11). There is thus plenty of indication from other sources that

it was possible to read the Roman in a number of ways by the fifteenth

century.

Ideally, then, study of the relationship between text and image
in these manuscripts would provide insights into the reading process and
reflect the reader's changing perception of the text over the centuries.

Of over two hundred manuscripts of the Roman listed by Langlois (12),

only about one quarter have no miniatures or spaces left for miniatures
indicating that illustrations had been envisaged when the format of the
book was originally planned. Few illustrated copies have been preserved
from before 1270; the oldest manuscripts date from the last years of
the thirteenth century (13). Since illustrated copies and editions with
woodcuts were produced in the fifteenth century, the text has a long
tradition of illustration behind it. Furthermore, a recent translator

of the Roman has noted that:

It is no accident that recent studies which emphasize the
importance of the poem's ironic technique are also those that
for the first time have revealed the importance of manuscript
illustrations (14).
Since such claims are made for the technique as a means of establishing,
if not authorial intention, then at least original audience response, it
is worth examining it in some detail. Only Tuve and Fleming have done

any extended detailed work on the relationship between image and text in

medieval secular manuscripts: (it therefore needs to be evaluated.




1. 'The Roman 'de la Rose: Narrative Sequences.

The cycle of illustrations remained fairly constant during the

fourteenth century in terms of both content and style:

Nicht nur der Darstellungskreis ist sonst in ziemlich allen
anderen Rosenroman-Handschriften der gleiche, auch die Art seiner
Interpretation hat sich im Laufe des X1V Jahrhunderts nicht
wesentlich geandert (15).
If illustration does offer a 'reading' of the text it accompanies, a
change in response to the text might promote a change in the contents of
the cycle. One of the weaknesses of Tuve's and Fleming's method is that
they do not consider in detail developments in the illustrative programme.
It is therefore worth offering a few remarks. Kuhn has divided the
cycles he has encountered into four types (16):
Type A -- dubbed 'die Kitschhandschrift' -- containing a single,

prefatory miniature, usually of the Lover lying on his bed.

Type B =-- only the first part, that of Guilluame de Lorris'is i 1lustrated.
The cycle is small, consisting of a dozen or so highly predictable

scenes (17).

Type C -- contains a repertoire for the whole poem, but the concentration

is still on Guillaume's part. The miniatures from Jean's portion are

equally predictable (18).
Type D is an expanded version of B and € (19). These manuscripts date
from the second half of the fourteenth century or later. In the more
lavish versions, containing over eighty miniatures, the artist has
reduplicated scenes in order to make the illustrations as numerous és
possible. Kuhn points to the care with which classical elements such as
Mars and Venus, and Nero were portrayed. He suggests that by the end of
the fourteenth century buyers looked specifically for such scenes .(20).
Without looking at the iconography certain trends can thus be
noted. It is not until fairly late in the life of the cycle that Jean
receives equivalent visual notice to Guillaume. It is possible to

speculate on ‘the significanée of this evidence. One possible reading

would be that early readers were most intrigued by the Roman as an
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account of how to conduct a love=-affair in the approved‘fashion (21)

and therefore wanted the stages laid out visually in a readily accessible
manner. |t would be a reading which does not confirm the theoretical
position adopted by Tuve and Fleming and perhaps beglins to suggest the
ambiguity of using manuscript illustration to confirm critical points.
Certainly, by the fifteenth century there seems to be indications of a
change in response, with greater emphasis on Jean's contribution; but

this, too, is ambiguous in its implications. It could be argued that
there is a different concept of how a book should be illustrated ==

with miniatures throughout rather than at the beginning only -- rather
than a change of response to the text itself. The tendency to reduplicate
scenes in attempts to expand the basic cycle would suggest most strongly
that the function of the miniatures was not necessarily a guide to
reading the text nor an aid to stimulate the visual imagination. Even
Bodleian MS Douce 195, a ‘careful manuscript' dating from the very end
of the fifteenth century (22) repeats a scene at an interval of three
folios. There is little distinction between the scene of Nature
confessing to Genius on fol 117v(Slide 1) and that on fol. 120v (Slide 2)
except that the position of the figures has been reversed. Though the
imagery is appropriate for context it does not engage at any detailed
level with the actual contents. This might give some indication that
illustrations were increasingly distributed throughout the text in
order to divide it into readily accessible and attractively presented
untts, and also, of course, to enhance the decorative appeal of the book.
Two complete schedules of illustration have been published (23):
one from the late thirteenth century which depicts only Guillaume's
section and the other from the second half of the fourteenth century
which illustrates both poets' work. Since the early manuscripts are
very similar, these two cycles will serve as convenient representatives
on which to base an analysis. They provide a readily accessible

programme by which it is possible to judge a thirteenth-or fourteenth-
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century 'reading' of the poem, if the miniatures do, actually, provide
such information. What is immediately apparent in both manuscripts is
that the miniatures lack variety and animation. This is particularly
noticeable in the case of Paris, BN MS fr. 378, the thirteenth~century
manuscript, where the three miniatures depicting incidents described
in 11. 1618-1955 (24) (Dahlberg figs. 14-16) are merely variations on
the theme of a standing figure to the left and a figure kneeling in a
posture of submission to the right. It is true that in the third
miniature of this series the God of Love is shown seated, but the .basic
pattern presented to the eye is unvaried, particularly because of the
stance of the Lover and the position of the God of Love's wings. The

discrimination between miniatures in both manuscripts is slight, since

scenes are composed of simple iconographic formulae, especially figures
in conversation (25). The gesticulating figures are only minimally
differentiated. For example, where Vienna K.K.Hofbibliothek Cod.2592
represents Franchise and Pitié interceding with Dangier (Kuhn Taf. VI
fol. 2hkv) there is no way, apart from colour of dress, to distinguish
between the qualities of Franchise and Piti€. Only Dangler's club gives
any iconographic clue as to what the scene is intended to depict. One
is dealing here with stereotype rather than with direct interpretation.
Similarly, the scene in the Vienna manuscript which Kuhn optimistically
describes as 'Jalousie jagt Bel=-Accueil in die Flucht' (Taf. VIl fol.
'26v) is, pictorially, the reverse of dramatic. More importantly,
however, although Jalousie, gesticulating emphatically, occupies a
commanding position in the centre of the picture space, there is little
difference between this and the colloquy between Jalousie and Honte in
the subsequent miniature (Kuhn Taf. VIll, fol. 27r). Fol. 26r (Kuhn
Taf. VI1) shows Venus interceding for the lover with Bel-Accueil. The
artist has chosen. to depict the kindling of desire in Bel-Accueil by

symbolic means: the goddess holds flames in her left hand. Otherwise

this miniature could be any one of the series of two barely differentiated
11



figures in colloquy with one another. Thus, the iconography in both the
Vienna and the Paris manuscriptsis, generally speaking, mechanical and
repetitive. In the Vienna manuscript the same scene, that of Venus
shooting at the castle, is reduplicated practically without variation
on fols. 139v and 143r (Kuhn Taf. X!). The illustrations do not serve
in any creative way to provide visual images for the text. :

This generalized method of visual narrative may have a certain

appropriateness to the text itself: Muscatine describes the Roman as

'based on exotic setting, formal portraiture, undramatic discourse and

semiotic gesture' (26) and, with the exception of the setting, these
are the qualities which have been noted in the miniatures of these two
manuscripts. Furthermore, Baxandall, in discussing the religious
painter's role as 'a professional visualizer of the holy stories’,
remarks that these religious pictures were generalized but eloquent in
narrative suggestion; they functioned as pegs upon which the audience
could hang its own personal meditation, giving only clues for the
disposition and gestures of the figures (27). While no one would
suggest that the same process of intense meditation occurred in
relation to secular miniatures it is evidence for a certain habit of
mind: that only the skeleton of a narrative was expe&ted as an aid to
visualization. |t is possible that illustrations were not expected to
make a detailed comment on the text they accompanied. There thus seems
to be little scope for gaining an insight into how the text was inter-
preted and certainly little warrant for saying on this basis that the

Lover's pursuit of the rose is to be viewed ironically as fole amour.

|ndeed, many of .Tuve's and Fleming's best examples come from late
fourteenth-and fifteenth-century manuscripts which are more lively and
more detailed than their earlier counterparts.

Such a lack of specificity in.the iconographic programme of the
earlier manuscripts might suggest that it is the location rather than

the content of the miniatures that is important; that the illustrations
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functioned as viéua] chapter headings, guiding the reader to the
portions of the text that were considered important. Furthermore, the
reliance on generalized scene and conventionalized gesture seems to be
a feature of the early illustration of secular texts in general. The
earliest extant illustrated manuscript of Benoit de Sainte - Maure's
Roman de Troie, Paris, BN fr. 1610 is dated 1264. Hugo Buchthal calls
the small miniatures with which it is embellished 'unattractive and

inarticulate and without any individuality'. He continues:

Single combats between Greek and Trojan heroes have degenerated
into anonymous slaughter, graceful scenes of court life and
chivalry are levelled down to repetitive routine, and many are

not even recognizable as referring to any particular incident

(28). |

The principles governing the selection of scenes to be illustrated are
also often obscure. Speaking of the Troy episode in the first recension
of the Histoire Ancienne (29), first compiled at the beginning of the
thirteenth century, Buchthal remarks that few subjects are chosen for
illustration and 'with the exception of the death of Hector!, the
miniatures all illustrate 'secondary and uncharacteristic episodes' (30).
The second recension is, apparently an improvement = due to purely
technical considerations like the availability of models (31). Thus, in

the opinion of a modern critic, the later version provides the better

visual narrative. M.A.Stones would agree:

The earliest illustrations in secular texts tend to rely heavily

on generalised types without rendering the complexities of the
situations their texts narrate (32).

She contrasts one of the earliest secular manuscripts to contain a

cycle of miniatures, Heidelberg, Universitatsbibliothek, cod. pal. germ.
112, a copy of the Ruolantesliet with the greater specificity of the
later iconography of the Roland window at Chartres (c. 1220). It would
appear, then, for all sorts of reasons, such as the larger number of
potential customers, the wider market for secular books, the more
extended provision of the means -- scribes, illustrators and organization

-~ to enable the customers to buy illustrated books, familiarity with new

13



ways of illustrating secular texts, and even, perhaps changing ideas
about the relationship between picture and text, that later manuscripts
of a cycle are more likely to attempt to respond to detail (33). Early
illustrations of the Roman de la Rose, those closest in time to the
composition of the text, do not seem, from this perspective, to offer
valuable evidence as to how the text was read.

From another point of view, evidence as to the way in which the

earliest Roman pictures were constructed leads to a number of theoretical

_problems. It has long been recognized that illustrators would adapt
religious and liturgical models to the requirements of the secular work
for which they were to provide miniatures (34). The issue is to what
extent does the original meaning of the religious prototype permeate
and determine meaning in its new context? A pattern may be copied
without being understood by the artist; and a pattern may be used
without the readers of the manuscript catching the allusion. Kuhn
points out, for example, that a composition found at the beginning of
some manuscripts, a grouping of the lover in bed with Dangier at the
foot of it is reminiscent of the Nativity, while another frequently
encountered composition of the dreamer in bed with the rose tree behind
and above him recalls the iconography of the Tree of Jesse (35). Charles
Dahlberg, a devotee of the idea that the miniatures comprise an ironic
gloss on the poem writes:
The form of the rose tree is appropriately parodic of the tree of
Jesse in that its curves, instead of being erect and bisymmetrical,
are asymmetrical ... like those of the conventional ‘arbor vitiorum
rather than the arbor virtutum ... . Thus the miniature makes
the point that the Lover's situation is parodically unlike the
Nativity (36).
In this reductio ad absurdum Dahlberg has made no effort to establish
how far these motifs were convenient formulae and how far the artist was
deliberately adding a moral dimension when using them. There is, of

course, no definitive answer, but unless we are to see, for example, a

parody of the Last Supper in every banqueting scene, we must be
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cautious about attributing ironic intention to every use of an icono-
graphic platitude.

More . judiciously Fleming tries to disentangle the threads and to
make a distinction between ‘significant iconographic borrowing and mere
formal cliché' (37). It is a distinction difficult to make with any
certainty. The case in point is Oiseuse. Kuhn notes that miniaturists
often derived her iconography from the depiction of Luxuria in the West
rose window of Notre Dame de Paris (38). Here the seated figure gazes
into a mirror and combs her bhair. Thése attributes are slightly

- differently arranged in the actual text of the Roman. To be sure she

carries a mirror, but the text says nothing about her gesture with the
comb., The idea of the comb, concealed in the reference to her !'jornee'
is thus made a prominent feature in identifying her in some miniatures.
Again, did the figure of Luxuria merely provide a convenient model, or
was it consciously intended to sﬁpp]y a pictorial statement of the
relationship between idlene;s and lechery? (39) The asspciation of

comb and mirror with Venus is also well established (40). But would the
recipient of the manuscript nécessari]y have been conscious that such
connections were being madé? Fleming quotes a marginal annotation in
Paris, BN MS fr. 25523 on fol. 6r which suggests that the artist of this
manuscript, at least, woﬁld have beén casting around for suitable models
rather than concerning himself with what ironic elements in the text to
highlight. The directions which he received say merely ‘[paint] a
beautiful girl with a mirror' (41). Even were the association of
ldleness and Lechery suggested by means of .such correlation through
iconography, we would be awaré of little more than the symbolism of
having Oiseuse as the portress to the Garden of Deduit already tells us.
In a late manuscript, Bodleian Doucé 195, Oiseuse is not carrying a comb,
her mirror is not immediately obvious, yet the artist has given her a

chaplet of red roses as described in the text. This suggests her

affinities equally as effectively, especially since red roses also have
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associations with Venus iconography (42).
The question of models possibly bringing associations with them

into their new context is not confined to Roman de la Rose manuscripts;

nor is it necessarily limited to the migration of religious images into
secular contexts. In a discussion of illustrations to the Divine Comedy,
Brieger considers the transformation of the figure of Beatrice, patterned
variously on the formula for female saints, or allegorical figures such
as the Virtues, or on representations of noble ladies. Of a late
fourteenth~century manuscript he writes that she:

is represented as a noble lady with no saintly attributes which

suggests she is now thought of as a historical person rather than
"a symbol of theology as earlier commentators saw her (43).

But again, there is a problem: how much of this visual allusion is
conscious and how much a matter of mere convenience? Perhaps the most
sensible words on the topic are those of Meyer Schapiro dealing with
woodcuts -- a form of illustration particularly prone to become detached
from context:
The correspondence of word and picture is often problematic and
may be surprisingly vague. In old printed Bibles the same
woodcut was used sometimes to illustrate different subjects.
These, however, are episodes with a common general meaning. The
picture of Jacob's birth was repeated for the birth of Joseph.
... It is the place of the woodcut in the book, at a certain
point in the text, that permits us to grasp the more specific
meaning (44).
My own assumption in this study is that it is better not to infer a
symbolic meaning unless there are the strongest grounds for doing so.
Speaking of the Renaissance, a period of self-conscious and
self-aware artists, Lavin (45) points out that there are two basic

methods of constructing a visual narrative: on the one hand, the painter
may follow the text literally; on the other hand he may create a kind

of metaphor' in which he tries to make a visual statement about his
subject. The‘situation as far as the Middle Ages is concerned Is a
complex one (46); none the less Lavin's is a useful distinction between

kinds of possible response to the task of illustrating a text. A
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metaphoric effect is achieved by the juxtaposition of images in the

initial scene of many of the Roman manuscripts. Kuhn has divided these

prefatory scenes into six main groups plus a group which addresses
itself to a different register of textual response altogether: those
few manuscripts in which the figure of the author at his desk, a device

from antiquity, prefaces the text (47). Group | which occurs in large

numbers of thirteenth-and fourteenth-century manuscripts shows the
Lover in bed, a Qtylized rosebush behind and Dangier with his club
standing at the foot of the bed. This grouping expresses succinctly

the object of the dreamer's desire and the impediment to its fulfilment.
The basic iconography may alter but the underlying idea remains the
same. Chantilly Musée Condé 1480 (Fig. 1) eliminates the rosebush but
the same element of conflict is expressed in a static, symbolic way.
Indeed, the positioning of the figures within an elaborate frame serves
to underline the contradictory potentialities of the two characters.

The top of the frame is composed of three canopies: the dreamer asleep
in bed under the left hand canopy is meticulously balanced by Dangier
seated on a bench under the canopy on the right. More overtly BN MS fr.

1567 (Fleming fig. 11) shows the dreamer asleep in the centre, flanked

on either side by the God of Love and Dangier seated in two architectural
niches. The opposing forces are delineated very clearly in these
opening scenes: hence the miniature contains elements of potential
psychomachia with the lover in the centre.

It is not only these earlier manuscripts which exploit a meta-
phoric mode of juxtaposition. The type of initial illustration designa-
ted Group V usually involves a literal response to the text. Instead of
making a statement about the subject of the poem, as do the prefatory
minatures of Group |, Group V depicts actual incident.- The illustration
adopts the continuous method of narration (48): the lover is shown both
asleep in bed and preparing himself and setting out, and the walled

garden also appears as part of the composition. BN fr. 12595 (Fig. 2)
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is a beautiful manuscript which once belonged to the Duke de Berry.

Al though its depiction of episode is literal, there also appear to be
metaphorical implications. The dreamer is shown three times, in bed,
washing and finally outside in a landscape sewing up his sleeves. In
the background of the picture the walls of the Garden of Deduit can be
seen on the right, but across the river from it and counterbalancing it
to the left is the tower of Reason (49). A small bridge links the two.
As the picture is ‘'read' from left to right it appears that the Lover
must cross from the bank on which Reason's tower is built to the bank on
which the garden stands. The symbolic opposition created here by the
introduction of a new motif == 'das Schloss Raisons' -- is similar to

that of the more overtly metaphorical reading of the earlier Group |

miniatures.

When discussing the issue of visual metaphor, it becomes a
problem to decide what elements are to be considered as formal or
decorative and what elements are to be seen as symbolic. Of course
there is a pun in the French on the words 'connin' meaning 'rabbit' and
'‘con' meaning ‘'female genitalia'. At least one manuscript illustrated
the sequence where Jean makes the pun explicit:

En ce bois ci poez oir

Les chiens glatir, s'ous m'entendez,

Au conin prendre ou vous tendez,

E le fuiret, qui, senz faillir,
le deit faire es reiseaus saillir (11.15138-15142),

The illustrator of Bodleian MS Douce 195 portrays this scene literally.
On fol. 108v (Slide 3) a man puts a ferret down one rabbit hole while
another man spreads a net over the other exit to the warren. The lover,
standing to the left of the picture, supervises all this. The scene is
a familiar enough one from Livre de Chasse manuscripts (50) where there
is no metaphorical dimension to the iconography. Hence, théugh the text
is explicit enough about the sexual pun involved, iconographic parallels
to the illustration suggest -that this may not have been what the

illustrator thought he was depicting, though context admits of the
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possibility. Similarly, a frequent motif on the initial page of Roman
manuscripts is what Kuhn calls the 'Spatziergang', the episode right at
the beginning of the poem where the Lover walks through the natural world
aimlessly enjoying himself. A manuscript from the beginning of the
fifteenth century, Stuttgart, Landesbibliothek Cod. Poet 6 divides the
first scene into two compartments (Fig. 3). On the left the lover
sleeps in a small building with the facing wall removed; the stylized
rosebush of earlier manuscripts has become a more naturalistic rosebush
climbing up a trellis outside. On the right the Lover walks through a
" landscape featuring the motif of a rose climbing up a trellis, numerous
rabbits and the Lover's greyhound. Al]l these are extraneous to the
strict requirements of the text at this 6bint and it would be possible
to read them as a statement of the theme of the poem. |f one was
commi tted to reading the poem as an analysis of fole amour it would be
possible to isolate these elements, reading their metaphorical significa-
tion as an ironic reminder of the Lover's exclusive focus of interest.
On the other hand, they may have an exclusively decorative function:
the artist's sole intention may merely have been to create an attractive
composition (51).

Special problems are raised for the illuminator of an allegory,
involving decisions not faced by the illustrator of any other kind of

poem. The allegory of the Roman 'de la Rose functions primarily at two

levels. One perceives that the so-called 'literal level' is an extended
metaphor; we never concelve that the poem is discussing a young man's

'horticultural interests' as Fleming puts it. The allegorical level is,
therefore, that of explication, the coming to terms with the fundamental

meaning of the poem. The act of reading demands no conscious separation

of these strands; we can experience two perceptions simultaneously. We
can appreciate the rose as rose at the same time that by a process of
translation, we recognize its signification as female genitalia. Such

a composite experience is difficult to portray visually; an illuminator
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must either remain at the metaphorical .level or penetrate through to
the signification of the métaphor. Occasionally the necessity for choice
has been recognized and subdued: for thé last scene, a manuscript in
the Bibliothéque Nationale, MS Rothschild 2800 (Dahlberg fig. 64) shows
the lover plucking the rose on the left and a coﬁplé in bed on the
right. The reading of the miniature from left to right enacts, in a
cruder and more painstaking mannér, thé e;sy transition of our under-
standing between the surface of the metaphor and its meaning. Frequently,
however, one possibility only is selectéd. For the last scene, the
plucking of the rose, Vienna K.K.Hofbibliothek Cod. 2592 (Kuhn Taf. XI
fol. 146r) shows the lover by a rosebﬁshiwhile the penultimate scene in
Douce 195 shows a charming interior and a yoﬁng courtier parting a
curtain to reveal an equally courtly young woman (Slide 4). She wears
a chaplet of red roses and thrqﬁgh the doorway on the left a rosebush
can be seen outside, bﬁt th? intimaté link between rose and lady has
become separated out; the rosebush has almost become a decorative
device. Of course, at this stage the metaphor is of sanctuary rather
than of rose, and,'indeed, the rﬁbric below the miniature reads,

'Comme lamant regarde le saintuaire'. I|n a sense, the illustration,
incorporating both the reverentially kneél{ng yoﬁng man and the rose
motif, is a mixed metaphor. The last scene of all] shows the man and

woman In a clumsy embrace, fully clothed, stretched out on a bed

(Slide 5). Courtly awe has been replaced by emotions of a more physical

nature.

For Tﬁve, concentration on.the metaphor rather than its signi-
fication is 'allegorically moré SOphisti;ated' (52) than pointing at its
meaning. She implies that the capacity to make this kind of response to
the task of illustrating the poem is an index of the proper reading of
allegory. With reference to the sanctuary image, she speaks approvingly
of Bodleian MS e. Mus. 65 which she regards as early (second half of

the fourteenth century). This manuscript shows Venus shooting at a
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naked statue with genitalia aflame, a method of depiction which makes
Jean's 'lascivious purport'! perfectly clear; other manuscripts, she
continues:
may handle images in ways which might have seemed to Jean like
the hypocritical pretenses he mocks =-- e.g. MS Douce 195 shows
the Lover regarding the 'sanctuary' as a gallant kneeling by an
amply dressed Lady (53).
Comparing e. Mus. 65 with other ways of reading the allegory at this
point Tuve concludes:
even later illustrators usually understand the allegorical mode
too well to introduce the Lady in person (of course, she could be
said to be in the picture). This manuscript [e. Mus. 65) pictures
lovers in bed at a major 'forge' passage, but the fully figurative

portrayal (Nature pounding like a smith) is completely typical
of both manuscripts and editions (54).

Such a comparison between methods of illustration in an ‘early! and a
late manuscript would apparently add weight to the contention that
techniques of reading allegory changed and this is reflected in the
illustration. In practice, however, it is very difficult to find
conceptual changes happening in a chronological way. In Douce 195,
when the lLover is allowed to kiss the rose for the first time he is
shown embracing a rosebush (Slide 6), a 'fully figurative' portrayal.
The earlier Vienna manuscript (Kuhn Taf. X! fol. 131r) which depicts
the Lover embracing a rose at the end penetrates through the figurative
covering for its illustration to the passage on Nature at her forge by
showing a couple in bed together (55). At this point Douce 195 retains
Jean's own sexual metaphors of hammer and anvil and shows Nature busily
pounding away (Slide 7). |In their very inconsistency these artists
exemplify the problems with levels of meaning that illustrators of
allegory face. The solutions they adopted seem to have been of a
pragmatic rather than an interpretative nature.

Having discussed some of the interpretative problems involved in
the way pictures make their meaning it is time to analyze some of the

detailed examples used by Tuve and Fleming. The most remarkable thing

about the miniatures which Tuve reproduces from the late manuscripts (56)
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is the considerable detail, unspecified by the text, that has gone

into their construction. This maywelf be the result of formal advances
-~ the technical resources of a more naturalistic style -- than of a
different approach to the poem; nevertheless it is on detail that Tuve
focusses. It is, however, difficult to account for the attention to
detail in Douce 195 in a way that would unequivocally indicéte a con-
sidered response to the text. For examplé, Tuve remarks tha; the

miniature on fol. 59v of Douce 195:

... with its pair in the pastoral Golden Age-garden modeled
nearly after the illustrations of the sin of Luxury, shows that
at least the'illustrator of MS Douce 195 ... would have smiled

as he spoke of 'free' love (57) (Slide 8).
It is quite true that if we compare the miniature on fol. 113r showing
Venus and Adonis (Slide 9), the positioning of the couple is very
similar and, if anything, slightly more decorous. It is clear that the
love of Venus for Adonis is not held up as an admirable model. Yet the
miniature on fol. 59v also contains sheep. Do they also have a symbolic
function to suggest the moral ambiguity of this Golden Age garden? Or,
more likely, is the artist haphazardly combining various elements which
the term 'Golden Age' suggested to him, with complete lack of regard for
total effect? The }epetition of the lovers on fols. 59v and 113r
suggests a detaching of motif from context. |In other words, the artist
was more concerned to find a suitable modulus (58) from which to create

his miniature than with interpreting the text.

Another miniature from Douce 195 which Tuve uses brilliantly to

buttress her arqument is that on fol. 146r (Slide 10). Central to her

discussion is the premise that in Jean's ironic method all protagonists
speak in character. |t is up to the reader to assess the levels of
inadequacy, self interest and ignorance which lie behind their various
definitions as to what love involves. Such a case in point is Genius'
lengthy speech in which he offers Paradise to all his followers. The

levels of irony shift disconcertingly. The metaphors involved, those of
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sheep and Good Shepherd, have an unmistakable Christian application.

This exploitation of the Agnus Dei motif allied with Genius' advocacy

of unbridled sexual licence creates an irreconcilable clash between

the two levels of expectation. The images arouse feelings of reverence;
Genius' vision of Paradise is accurate in its selection of emblems. Yet,
as befits a debased human quality, the activities he considers suitable
as a passport to such a place are incongruous. The continuation of his
speech, introducing the familiar symbols of the olive tree and the
Fountain of Life which consists of three springs which are yet one,

" pushes sacred parody to its furthest extreme. The artist of Douce 195

seems to be offering a considered response to the text with the herma-

phrodite-pis of fol. 146r. This serves as a grotesque enough dislocation
between the usual meaning of the Fountain and the use to which it is put
on this occasion, In effect it is a startling metaphor, to return to
Lavin's term, through which to make a visual statement about the subject.
It must certainly have been the result of careful thought. Tuve considers
that 'there is no chance that the illustrator did not know what he was
doing' and makes this a cornerstone for her claim that:
Some illustrators attempt to make the same sort of lascivious
transformation of the imagery which is represented by Genius's
naturalistic misreading of the whole image of the Garden of
Heavenly Love. The wrench thus given to the relation between

text and picture is comparable to what we feel in watching
Genius pervert the known images (59).

Yet it is difficult to feel that this image, compelling as it is, is
more than a jeu d'esprit on the part of the illuminator. He certainly
does not have a consistent attitude towards the complex levels of
meaning with which he is dealing. The previous miniature, fol. 14bv
(Slide 11), concerning the Good Shepherd, shows unambiguously a
shepherd leaning on a walled enclosure containing genuine white sheep.

The difference in type of response in the two scenes makes one wonder

if the 'lascivious transformation' was such a well' co-ordinated

response to the text.

23



It is evident from the analyses offered up to this point that it
is rarely possible to use miniatures in an objective way to determine a
reading of a text. Usually the minlatures are used only to substantiate
a view already formed. Those who hunt symSo]s in the text are also
likely to hunt them in the miniatures. This is by no means an invalid
procedure, but we must be aware that this is the order in which percep-
tions are occurring and thus be honest in our descriptions of miniatures.
For example, Flehing quite justly implies that the Golden Age mentioned
by Reason is to be seen as an analogue of the world before the Fall. It
was @ time during which justice and harmony reigned and it was ended by
Jupiter's castration of Saturn. This ‘'dur fill e amer' threw the
genitals into the sea and thus Venus was born. The account of such a
grotesque genesis vividly encapsulates the scorn which must be felt by

the abstraction 'reason' for the abstraction 'lechery!'. In confirmation

of his point about the disruption of order Fleming turns to the early
fifteenth~century manuscript, Valencia, Biblioteca de la Universidada
387:

For the brilliant and mythographically sophisticated illustrator
of the Valencia MS. the disorders of nature inherent in the first
fall from the Golden Age could be emblematically suggested by a
late Gothic grotesque, a mermaid Venus, half queen and half penis
... the illustrator captures, in a dramatic conflation of
temporalities, the tableau of violent and wilful rebellion

against order and justice which enthroned Venus in the hearts of
men (60).

Unfortunately for the argument, the artist is too 'mythographically

sophisticated'. The ludicrous carnality of Venus is certainly emphasized

but Saturn himself has become an equivocal figure. The artist has

evidently consulted additional mythographic sources. Thus Saturn, holding
a scythe in his left hand with an ouroboros serpent curled round it has

become an image for Time devouring his own children very much in the Goya
manner (61). It is difficult to see Jupiter's revolt against this hideous
figure biting off a‘chi]d's head as anything other than man's distress af

his own transitory, temporal condition. An analogue to the kind of
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picture that may have provided a model for this miniature is furnished

by Bodleian MS Rawl. B.214, a collection of miscellaneous texts includ-
ing a prologue to Ovid's Metamorphoses illustrated by an English artist
in the middle of the fifteenth century (62). On fol. 197v (63), Saturn
has all the attributes exhibited in the Valencia manuscript and, as
with the latter manuscript, there is a continuous narration showing
Jupiter with genitals in his hand and the genitals in the sea out of
which Venus arises. With a certain wit the artist of the Rawlinson
manuscript has exploited the womb-like shape of the disembodied
genitals.

The evidence provided by illustration is often ambiguous. Even
where the patterning of a composition adds details sufficiently divergent
from the norm to excite speculation, the questions raised are more
numerous than the answers that can be provided. The first folio of
BN MS fr. 1576 (64), a fourteenth—century manuscript, has an unusual
opening scene. It shows the Lover in bed, but, conflating a tendency in
some manuscripts to portray the sleeping lover on one side of the
composition and the Garden of Deduit on.the right (Kuhn's GréuP i),
the Lover's bed, inside a bell-tent, is here actually in the garden,

a stylized tapestry-like affair. Once we have accustomed ourselves to
the individual collocation of fairly standard i conographic components,
most of this is fairly unremarkable. The most prominent detail is the
pelican feeding her young with her own blood at the top of the picture.
The nest, perched on top of the tent, rises above the picture frame.

The pelican is a common symbol for Christ's Passion; the problem here
is what the reader is to make of it. Does the expulsion of the pelican,
symbol of Christ, to a position outside the picture frame suggest that

~ the concerns of the Garden of Deduit are totally inimical to those of
Christ; or does the appearance of the pelican indicate that to one

reader, at least, both could be integrated? It is possible that the

artist of BN MS fr, 1576 anticipated Molinet; that by placing the
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pelican at the top of the picture he wished to suggest the connection
between the Garden of Deduit and the Paradise Garden. The interpreta-
tion that Fleming wishes to canvas is that the position of the pelican
outside the frame provides an ironic comment on the kind of love which
the dreamer pursues. In the absence of any external evidence, however,
it is impossible to feel entirely sure about the exact signification of
the pelican in context =- whether it is there to contrast the Garden of
Deduit with the Garden of Paradise or to corroborate their affinity.

BN MS fr. 1576 is not the only fourteenth=century manuscript to
introduce religious motifs into its compositioﬁs. Fourez (65) describes
a manuscript in Tournai which begins with a table of contents headed by
a miniature depicting a Virgin and child. "YJésus léve la main droife
en signe de bénédiction et soutient un globe terrestre de la main
gauche'. The Virgin holds the child in one arm only; in her other hand
she holds a book, perhaps the very book which the reader is perusing.
Furthermore, the miniature on p.280 portrays Nature confessing to Genius,
The scene in the bas-de-page is of the creation:

A gauche, le Christ, auréolé d'or, ayant un poisson en main, se

tient devant un arbre supportant deux colombes et sous lequel

sont massés des animaux, dont un bouc, un singe et un animal
fantastique; une seconde scéne représente le Christ tenant en
ses mains une espéce de grande hostie divis€e en trois parties

et contenant les lettres A, E, A et ayant agenouillée devant
lui dame Nature couronée d'or (66).

There thus seems to be little sense of tension between the sacred and the
profane in the illustrative programme of this manuscript. All one can

suggest is that views of the Roman during the fourteenth century may not

have been as unitary as Tuve and Fleming seem to assume. It is therefore
difficult to use the evidence of manuscript illustration to gain access

to detail of a contemporary understanding of a text.

The problems which have been discussed so far do not occur only

in relation to the Roman or to the work which has been done on it.

P.Brieger (67) traces changes in the way Dante's Divine Comedy was
perceived by analyzing illustrative cycles accompanying the poem. In
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this respect his focus of interest is very much like Tuve's for the

Roman. On the one hand, unlike the Roman, the Commedia attracted a good

deal of intellectual, indeed critical, scrutiny, dating from a time
close to the poem's actual composition:

Almost from the time Dante completed his poem artists began to
translate certain aspects of it into paint. ... the Commedia was
almost immediately accepted as a great text, or even a source of
revealed truth like the Bible, and as such it seemed to require
both verbal and visual glosses (68).

On the other han&, the illustrative cycle develops little in terms both

of the scenes selected for depiction and in compositional types used

" (69). As with early illustration of the Roman:

The early illuminators seldom attempted to render any part of the

poem in all its uniqueness. They tended on the contrary to con-

ventionalize it. Instead of Dante's specific image they often

provided a more or less related traditional one (70).
Nevertheless, Brieger, like Tuve, sees a difference between the fourteenth-
century and fifteenth~century reception of the text. He traces three
stages. During most of the fourteenth century Dante's poem was accepted
as an authentic account of an otherworld journey granted by God. During
the second stage emphasis is not only on the poem but on the poet, 'now
thought of not so much as a Christian who has received divine inspiration,
but as a great genius relating his personal experiences' (71). In the
third phase Dante is viewed as 'the scholar who spreads out for.our
intellectual and aesthetic enjoyment a vast repertory of philosophical,
historical and political information' (72). The criteria Brieger uses
to establish these readings, however, are based on analyses of style. |
am not convinced myself that such an approach is very helpful. Such an
analysis is based too firmly on subjective impressions of technique and
effect rather than of intention.

In fact, a closer scrutiny of circumstances of production demon-
strates that to attribute 'creative intention' to a medieval artist is

difficult. The critical work which has been done using manuscript

illustration as part of the evidence is sometimes, particularly in the
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work of Tuve, brilliant and persuasive. |t does not, however, derive
'these qualities from the more objectivé nature of such an approach.
Indeed, as | have shown, miniatures are as vulnerable to a subjective
reading as is a text, if not more so. | have discussed the problems
of recovering meaning; it is now time to turn to what is known about

the production and use of illustrated texts in the Middle Aées.

2. The Production of the lllustrative Czcle.

Twentieth~century critics have used the evidence of manuscript
‘illustration as a way of establishing a reading of a text; did medieval
readers do so? There are indications that they were, on occasion,
expected to look at the pictures carefully. Some thought went into the
construction of pictorial cycles and in the opinion of Hindman and
Farquhar (73) 'almost every manuscript was the product of a carefully
conceived plan'. This view is possibly overstated: there are many
examples of carelessness and inattention to detail in the execution

of sequences of miniatures. There may well have been, too, the customer
who was more interested in the fact of illustration, the possession of

a beautiful book, than in the detail of the pictures. In that case,

the entrepreneur providing the book would, no doubt, have supplied a
readi ly-devised sequence compiled from the stock of pattern-sheets to
hand, or the series which seemed to be indicated by the traditions of
illustrating that particular text. On the other hand, there must always
have been planning of some description, whatever degree of control was
exercised over the contents of the pictorial cycle (74). Certain factors
suggest that miniatures could be seen as an important, as well as a
decorative, part of the apparatus of the book. It is the purpose of

this section to sketch in some of the influences at work on the provision
of illustration, Authors, patrons, learned commentators and translators
can all be shown to have shared a concern for the provision of minlatures
and their location in the text. Gilbert.Ouy (75) discusses a set of
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directions, written in part by Jean Gerson which shows the utmost concern
for mise-en-page: Gerson provides not only directions to the illustrator,
but also a model, by displaying the text with spaces left at the relevant
places.
Christine de Pizan is the author who has received most attention

in this respect. 'This indefatigable lady ... turned out at least one

work every year, and almost all of them were illustrated' (76). |1t has
usually been assuméd, with good evidence, that Christine worked closely
with artists in the design of pictures for her works. Not only does she
seem to have taken the keenest interest in the appearance of her manu-
scripts, it has also been suggested that she was prepared to act as her

own scribe. In the opinion of C.C.Willard, BN MS fr. 580 contains
Christine's hand (77). The manuscript is decorated with miniatures and
therefore Christine must have been in a position carefully to supervise
their production. Moreover, the same hand is to be found in many other
manuscripts, often indicating corrections to be made in the copy, a

further piece of evidence suggesting authorial involvement at all levels

of production. Most importantly, this hand is to be found in BL MS

Harley 4431 (78), an extensively illustrated collection of Christine's
writings embellished almost entirely by the workshop of the Cité des Dames
master (79) and presented by the author to Queen lsabeau of Bavaria

‘c. 1410. The cycle of pictures for the Epi'tre d'Othea is a copy of the
sequence produced 1405-1408 by the Epistre Master and to be found in

BN fr. 606 (80). According to Ignatius: 'There is no doubt that Christine
herself supervised the production of the illuminations for MS fr. 606, and
that some of the credit for their .success is hers' (81). The illustrations
of most of the texts in the Harley collection involved the devising of new
iconographic types (82). It is therefore highly probable that Christine
designed them herself, or in close collaboration with the artists. Certain-

ly she seems to have been highly aware of the physical format of her works:
L'Epitre d'Othea, in particular, is said to have been designed in part as
29




a vehicle for the pictures (83).

Such a degree of supervision or‘collaboration with the producers
of the manuscripts is rare. The degree of interplay between picture
and text during composition can be demonstrated by BN fr. 848, a copy of
the Epitre which has been dated earlier than fr. 606 (84). The
illustration of Temperance depicts her with a clock; the téxt of the
manuscript, however, contains no reference whatever to a clock. (Fig.4).
A textual reference is included in slightly later ﬁanuscripts of the

Epftre which incorporate Christine's revisions (85). In a rubric preced-

ing the miniature Christine comments that:

Attrempance estoit aussi appellee deesse et pour ce que nostre

corps humain est compose de diuerses choses et doit estre
attrempe selon raison peut estre figure a lorge qui a plusieurs
roes et mesures et toutefoiz ne vault rien 1 orloge sil nest

attrempe semblablement non fait nostre corps humain se attrem-

pance ne lordonne (86). T
THe rubric incorporates the iconography into the text, but why does it
occur in Fhe first place? Meiss suggests that it was on the explicit
instructions of Christine, 'who perhaps wrote this manuscript herself
and certainly supervised its illustration' (87). Christine's conception
of the ﬁossible functions of rubrics developed during the course of her
supervision of her manuscripts. Both fr. 606 and Harley 4431 contain
explanatory rubrics which precede those miniatures dealing with the
planetary gods. Their function is to tie text and image more closely:
the poem itself says nothing about how the gods should be depicted. In
a way, then, these rubrics are directions for the artist, but they are
more than this: 'they aid in interpreting the significance of the
iconography. Thus the rubric to Venus, the second planetary god,

mentioned on fol. 100r of Harley 4431 reads:

Venus est planette ou ciel que les payens iadis appellerent
deesse damours pour ce que elle donne influence destre amoureux
et pour ce sont cy figurez amans que lui presentent leurs cuers.

This information is supplied because Christine s aware that her public,

the upper ranks of the French nobility, does not have a clerical
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education (88).

That Christine took a personal interest in illustration of her
poems is clear enough. It remains to ask why she went to this trouble.
One explanation is not far to seek. Christine did not write so pro-
lifically for enjoyment; she was dependent for her livelihood on her
patrons (89). The Epftre is particularly lavish in its provision of
miniatures (90). Furthermore, she was enterprising in her commissioning

of presentation copies: she produced no fewer than four presentation

copies of the Mutacion de Fortune for the benefit of potential patrons,

including Philippe le Hardi, Duke of Burgundy and the Duke de Berry (91).
The profusion of illustration in her texts may have been a way of
impressing her patrons; but there seems to have been more to it than
this. Her concentration on physical appearance, Ignatius suggests, shows
her responsiveness to new eye-oriented ideas of reading (92). The
rubrics show a concern for the integration of picture and text which
indicates a focus on meaning rather than on decoration. Harley 4431
has a rubric after the prologue which provides a rationale for the
miniatures:
Affin que ceulz qui ne sont une cleirs poetes puissent entendre
en brief la significacion des histoires de ce liure est a sauoir
que par tout ou les ymages sont en mies Cest a2 entendre que ce
sont les figures des dieux ou deesses de quoy la letre ensuivant
ou liure parle s2lon la maniere de parler des ancians poetes
Et pour ce que deyte est chose espirituelle et esleuee de terre
sont les ymages figurez en mies (Fol. 95v) (93).
This suggestion that concrete images help to make actual spiritual con-

cepts demonstrates a consciousness in the manuscript tradition of the

relationship between text and image.

With no other author is it possible to demonstrate quite so
conclusively the intimate association between text and physical form of
the manuscripts. It is possible, however, that Friar Laurent who wrote
the compilation of religious treatises Somme le Roi in 1279 at the
request of Philippe le Hardi, King of France, also specified the pictures

tc accompany his text (94). The oldest illustrated version of the Somme,
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BN MS fr. 938, made in October 1294, has a sequence of'fifteen pictures
which became closely associated with the work, reappearing even when
the pictures no longer corresponded to a revised version (95). Further-
more, an extensive set of instructions to the illuminator is associated
with this work, becoming incorporated into the text as part of the
rubrics. BN MS fr. 14939 'escript a Paris, 1'an M CCC LXX!II, la veille
de 1'Ascension Nostre-Segneur' has a series of rubrics giving the title
and chapter numbér; certain of the chapters are prefaced by miniatures
and here, instead of the normal rubric, is a more extensive one consist-
ing of the original directions to the artist (96). In fact, the
miniatures in this manuscript do not correspond particularly well with
the instructions; the artist of the volume did not use the rubrics as
directions to himself. On the other hand, the rubrics describe exactly
the illustrations in BN MS fr. 938 (97). As is to be expected, they do
hot suggest a relationship between the meaning of the image and the
meaning of the text as do the rubrics to the EpTtre; they are descrip-
tive only. The description of the pictures may, however, on occasion,
have been seen as an adequate substitute for the pictures themselves:
Harvard MS fr. 123 has a number of the rubrics, but none of the
miniatures to which they refer (98). The implications of this are
interesting: it suggests that the information contained in the illustra-
tions was important in its own right and that they were not considered
merely as part of an elaborate decorative programme. It is only
possible to speculate that Friar Laurent supervised production of the
miniatures. What can be said definitely is that someone around the time
of the work's completion took great pains to provide it with an
illustrative cycle.
There is less evidence of authorial interest in illustration for
England. Gower is probably the most important exception here (99) and
the people who compiled copies of Chaucer's work after his death also

seem to have been responsive to the power of the visual image in making
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the statement about the work tﬁey wished to present (100). From the
sixteenth century comes the collaboration between Stephen Hawes and
Wynkyn de Worde in supplying woodcuts for the former's work. In the
opinion of Edwards the woodcuts carefully complement the text: 'these
editions contain attempts to reflect through the woodcuts the detail of
Hawes!' verse' (101). There are indications in the text .that the pogt

was anticipating illustration: 11. 3870-3871 of The Pastime of Pleasure

Lo here the fygures of them both certayne
luge whiche is best fauourde of them twayne (102)

‘immediately precede a woodcut of a bald-headed man and a seated ugly
woman. Both are depicted with scrolls, that for the man reading 'fayr
mayde wyll ye haue me' and that for the woman ‘'nay syr for ye be yl
fauoured' (103). Near the end of the Conversion of Swearers Hawes asks
his reader to.

Beholde this lettre with the prynte also
Of myn owne seale by perfyte portrayture
Prynte it in mynde and ye shall helthe recure (11. 350-352) (104)

'The words suggest that Hawes was aware that Hodnett 390, an ''imago
pietatis'' depicting Christ and his thirteen sufferings, was to accompany
his text! (105).

Incidental remarks by other writers give an insight into the way
in which visual material was seen as an important device for supplement-
ing the text. During the course of the fifteenth century the writer of
devotional lyrics more or less assumed that ‘'his readers would gain
knowledge of a visual image, not from a literary description provided

by himself, but from a statue or a painting, and that ideally an

i 1lumination would actually accompany the poem in the manuscript! (106).

Specific references occur in other contexts. Towards the beginning of

his Li Bestiaires D'Amours Richart de Fornival writes:

Et meesmement cls escris est de tel sentence k'il painture desire.

Car il est de nature de bestes et d'oisaus ke miex sont con=-
nissables paintes ke dites (107).

He continues:’
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Mais entre tous .les autres sens ntest nus si nobles comme veoirs.
Car nus des autres ne fait conoistre tant de coses ... (108).

He is also interested in issues of memory, a point which will be taken

up later. Guillaume de Deguileville acknowledges the power of the visual

representation and obviously expected it to be carefully scrutinized. At

the beginning of Book IV of Le Pélerinage de la Vie Humaine, the pilgrim-

narrator comes across a sea in which float a number of pilgrims, some
with their feet in the air and some with their feet clogged with weeds.
Others have wings but are unable to fly because of the water. Just as

the pilgrim is wondering how best to negotiate this obstacle he sees a

hideous monster:

Celle beste ert desglisee

Si vilment et Figuree

[Quel du parler grant hide aroie,
Se longuement [vous] en parloie.

Ordene ai [quel}, painturee

[Elle] soit [i] ci et figuree
Pour que, qui voudra la voie,
Autrement n'en cheviroie (109)

The author of the translation of Johannes de Bado aureo's De Arte
Heraldica in Bodleian MS Laud Misc. 733 refers throughout to the series

of explanatory illustrations in the margin: e.g.

A playne crosse is such as is shewed here in the margyn (fol. 10v)

Also a crosse is wonte sumtyme to be engreed as here
Also it is wonte sumtyme to be cutte of the sharper ende as in

the margyn (fol. .11r).

Here illustration is in the nature of a diagram, offering information
complementary to the text which would be incomplete without it. This is
an important function of miniatures (110) but we have moved some way from
the idea of pictures as visual commentaries. Enough has been said,
however, to demonstrate that for the late medieval author provision of
miniatures may have been an important consideration in his or her
overall conception of the text and may have been used as a means for
communicating certain aspects of it to the reader.

With the introduction of printing one very crucial factor Is

removed: the possibility of the interested reader specifying the
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particular kind of manuscript he wanted. .The whole context of patronage
is substantially different; there is a movement towards standardization.
‘Although Buhler observes that !'there is very little real difference
between the fifteenth—century manuscripts and the incunabula' . (111), he

goes on to modify this generalization:

It is manifest that the original embellishment of an. incunable

took place at the instance of the producer (be he the printer,
.publisher, or financial backer); the decoration of a manuscript,
usually ... @ 'bespoke'! production, was primarily dependent upon
the preferences of the purchaser or owner, not =-- normally == on
the initiative of the vendor, save (perhaps) for the occasional
mass=produced volumes., The vendors of incunabula decorated their
wares to enhance their value or to make them more attractive (at
a higher price) to prospective purchasers; the owners of manu-
scripts had them decorated in order to illustrate or embellish

the contents of their volumes in the particular manner they
wished this to be done (112).

Every manuscript is unique. Even when the texts of manuscripts are
identical, the manuscripts themselves are a unique visual experience;
details of the script often vary from exemplar to exemplar. The
technology of printing makes the process of copying more uniform though
deluxe printed books with custom-made illustration were, of course,
possible (113). Theoretically, the opportunity existed for a commis-
sioner of a manuscript to have a copy made which reflected his personal
tastes; did he ever take advantage of this opportunity?

Hindman and Farquhar speculate that the patron may have issued
specific instructions for the composition of the book's pictures and
text (114). In the case of Charles V we have more solid evidence:
autograph colophons in extant manuscripts show that he took a keen
interest in all aspects of the books he had commissioned (115).
Evidence of a specific interest in the appearance of a text can also be

deduced from internal evidence. Kathleen Scott puts forward an
interesting and subtle argument about the purpose of BL Cotton MS Julius
E. 1V, Art. 6, the 'Beauchamp Pageants', illustrating the life and

exploits of Richard Beauchamp, Earl of Warwick, and produced in the last

quarter of the fifteenth century some forty-five to fifty years after
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his death in 1439,. The manuscript is unusual both in fhe Format of its
illustrations, forty-eight drawings in brown ink made before the text
was entered (116), and in subject matter. It was more usual in the
fifteenth century for a prominent person to be commemorated 'by the
building of a tomb, saying of masses, or settling of a chantry!' (117).
Scott confirms a suggestion made by Sir E.M.Thompson that the 'Pageants’
were commissioned by Richard's daughter by his second wife, Anne, and
she goes on to shggest that the manuscript was produced as ‘'an appeal by
Anne Beauchamp, Countess of Warwick, for the restitution to the family
" of its honour as well as of its estates and livelihood' (118). In other
words, the aggrandizing biography of Anne's father was commissioned as
an‘exercise in propaganda, in the attempt by Anne to get her property
restored., It had been conf{scated by Act of Parliament in 1474 after
the death of her husband, Richard Neville. Anne had been vociferous in
her attempts to get redress (119). |

One of the most famous examples of a commentator taking an
interest in a text is Jean Lebégue's set of extraordinarily extensive
instructions in the form of a brief treatise on how to illustrate
Sallust's Catalina and Jugurtha, dating from the early fifteenth
century (120), Lebégue's work suggests, however, that the amount of
detailed attention to be placed on the components of a miniature may
have fluctuated within the space of a single manuscript. As one might
have expected, the directions for the prefatory miniature (121) are
particularly complex: Lebégue was obviously anticipating that it would
be considered with some degree of attention. It is, at first sight, a
conventional author portrait. It is to show Sallust seated in his study
writing at a desk, dressed in a tunic under which may be seen a coat of
mail, He is also to wear greaves and gold spurs and to have a coif on
his head. The horse is to be half-hidden behind the study ‘en signifient
que le dit homme escripvant sera descendu de chevalerie a l'estude'. It

can be seen that Lebeégue puts considerable conceptual pressure on the
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components of what would otherwise seem a fairly simple miniature. Here
the iconographic detail in the miniature is of crucial importance: the
combination in his attire of the scholarly and the chivalric is designed
to convey as much about his pattern of life as is the half-hidden horse,
The function of this illustration is apparent: it supplements the text
by providing information about its author. The remainder of Lebegue's
instructions give no indication as to how‘the rest of the scenes should
operate. Though they are precise, paying attention to the position of
‘the minfatures in the text (122), they address themselves to questions
of composition rather than of interpretation. He does not theorize
about why he went to such trouble to compose this meticulous cycle, or
the kind of aid to the reader, if any, he thought he was providing,

Each scene to be depicted is described scrupulously; though the detail
is not symbolically significant as (t is in the frontispiécet great
care has been taken to ensure accuracy to the text, It is possible,
therefore, that their main purpose was to offer a parallel narrative
and to emphasize its events by giving visual expression to the words on
the page.

De Winter points to the circle of Court officials and 'grands
bourgeois' who developed an interest in literature in France during the
closing years of the fourteenth century, including copies of illustrated
texts. 'Un intérét véritable s'€tait développé pour les €tudes,
considérées d'ores et déja comme clef pour aspirer 3 une certalin

position sociale' (123). But it was not only in France that an

enthusiasm for study developed. In ltaly, as well, learned commentators
put their energies into devising pictorial cycles, in this case, for
Dante manuscripts. Meiss (124) quotes the example of Chantilly, Musée
Condé 597 as showing what Dante scholars in the fourteenth and fifteenth
centuries thought were appropriate illustrations. It was made for the
learned commentator Fra Guido da Pisa, no doubt under his supervision,

An example of a translator who had a firm notion of the use to
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which miniatures could be put is Nicole Oresme, translator of Aristotle,
Claire Richter Sherman has shown that the illustrations were an important
factor in making ‘'intelligible in contemporary terms the concepts,
terminology and institutions essential to an understanding of the
Aristotelian texts' (125). The pictures were actually used to supply
visual definitions of difficult neologisms coined by Oresme in his
translations. His problem was to find a way of presenting a serious
work of scholarship to a non-academic audience; his solution was to
use visual aids. Furthermore, he actually provides guidance to the

" reader on relating the concepts in the text to the illustrations. An
additional section of Oresme's prologue to Aristotle's Politics and
Economics is found on fol. 2r of the first illustrated manuscript
executed after 1372 for Charles V of France. This section begins:

Aristote traicte en cest livre appellé Politiques prnncnpalment
de policies. Et est 3 savoir que de simples policies sont .vi.
especes generales, et chascune de ces especes est divisée en
plusieurs especes. Et de ces .vi. manieres de policies et de
leurs especes sont composées et mixtes toutes autres policies.
Et donques ces .vi. policies sont principals, et sont aussi
comme les elemenz et les principes de toutes autres. Et pour
ce sont yci au commencement du livre pourtrauttes et figurées.,

(126).
The illustration provides a convenient visual mnemonic for the theme and
concepts put forward in the ensuing text. Oresme's concern to explain
the contents and emphasis of the frontispiece 'confirms the hypothesis
that he himself was responsible for the selection and arrangement of the

novel pictorial cycle in Charles V's i]]ﬁstrated copies of the Politics

and Economics' (127).

It is Iimpossible to assume that all illustrative programmes
received this kind of attention. An additional problem for the modern
critic wishing to lay particular stress on the miniatures, is the dis-
junction between the devisor and executor of the programme. Ideas
regarding appropriate illustration would have been mediated to the reader
by an artist who may not have read the text or propérly understood what

he was required to portray,
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There is no reason to suppose that the artist actually read the
text he was supposed to be illustratind. It is well known that meaieval
artists tended to copy or to follow instructions either verbal, written,
or in the form of marginal sketches (128), rather than to invent for
themselves on the basis of the text. There is no guarantee that the

artist would have followed his instructions precisely:

On pourrait multiplier @ 1'infini les examples de ce genre, quli
montrent des enlumineurs traduisant infidélement la pensé€e de
leur mattre, soit parce qu'ils ne 1'ont pas comprise, soit pour

des considérations diverses (129).

Comparing the finished product of Somme le Roi illustrations with the
instructions given, Tuve complains of carelessness in execution and
concludes that: 'Evidently less than the best would do, very qften'
(130). Even a precise programme is likely to have been subjected to
the conventional motifs of the artist: he may have been told what to
draw, but was free to choose his own specific forms. He may well have
evolved his images out of moduli: the stock of motifs involving
undifferentiated figures and simple gestures which could be recombined
at will (131). These elements of a scene have their analogy in woodcuts.
As Hodnett points out, the early printers eked out their pictorial
cycles by what he calls 'factotum pictures': that is, small figures of
men, women, trees and buildings (132). Such motifs may provide a
convenient way of elaborating a sequence or adding seeming complexity
to the composition of a particular miniature. In Meiss' opinion, the
less full the directions given to the artist, the more inclined he would
be to use his stbck of visual clichés (133).

|f.the cycle of pictures was not a new one, the artist might
procure himself an illustrated exemplar, a version of the text that was
already illustrated, and copy it himself in hils turn. This might lead
to misunderstandings of what was depicted in the original. D.J.A.Ross
finds in one of the frontispieces to Bodleian MS Bodley 264, a 'confused

and much altered derivative of a frontispiece found in certain manuscripts
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of the French prose Alexander' (134). This is not to #qggest that a
medieval artist never consulted the text; but he seems to have done so
only in a local and sporadic way. Meiss (135) quotes the example of an
asséciate of the Boucicaut Master attempting to depict the story of
Polycrates from Laurent de Premierfait's Des Cas des Nobles Hommes et

R N

Femmes. This was a scene often included in illustrated manuscripts of

this text: the salient action is of Polycrates throwing his ring into
a river as a sop to Fortune. The ring was swallowed by a fish which
was subsequently caught and thus the ring was returned to its owner.

In the version by the Boucicaut associate, the king and attendants stand
by the river bank while the fish, protruding its head above the water,

disgorges a sheep. The artist has misunderstood the text, taking annel

-- ring -- to be anel -- lamb. The resulting composition is bizarre,
distracting and certainly not useful .in aiding the reader's comprehension
of the text.

The conclusion to be drawn from this seems to be that people
concerned in the making of medieval manuscripts were fréquently convinced
of the value to the medieval reader of pictures, but the finished product
may not always reflect this. A keen interest in the contents of minia-
tures on the part of the commissioner of the manuscript may merely be
translated into the pictorial stereotypes of an artist. It is thus
difficult to propose with confidence a direct interplay between text and
image. On the other hand, there is sufficient evidence of thought in
the devising of the pictorial programme for some scrutiny of the
relationship between picture and text to be ; legitimate activity in

recovering the meaning of the manuscript for its original reader.

3. The lllustration in the Decorative Hierarchy.
The method of analysis adopted by L.M.J.Delaissé and his pupils

is to investigate all aspects of the makeup of any manuscript coming
under their scrutiny. They begin with details of ruling and pricking
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and continue until they have built an overall picture of the sequence of

manuscript production. As Delaissé points out In the work that represents

the fullest documentation of his method:
Before the work was begun, a scale of sizes, techniques and
decorative motifs was determined, which accorded with the
relative importance of the parts to be decorated and which is
called the 'hierarchy' of decoration. The height of initials,
for instance is significant and strictly controlled . . . . The
plan of any book included of course not only ‘the division of
work at the different parts of the text and the composition of
the quires accordingly, but also a hierarchy of decoration and a
programme of illustration, both dependent on the relative
importance of the texts (136).

Illustration and decoration can thus be an indication of the relative
importance of sections of text to the commissioner or designer of a
manuscript. S.Hindmén and J.D.Farquhar discuss the functional rdle of
all decorative elements in dividing up a text into its component sections
in more detail (137). They point out that the simplest way of designat-
ing the divisions of the text by using borders is to vary the quantity
of the border decoration so that a folio which had no border decoration
would represent the 'basic level' of the text; a border in one margin
would establish a slightly higher position of the accompanying text and
so on. They concede that it is important to distinguish borders which
are functional in this way from the purely decorative. They continue:
Both rubrics and pictures functioned partly as verbal and visual
indices to major textual units, much as running headlines and
chapter headings do in modern books, providing an internal
reference system before medieval books received separate
indices (138).
In some late medieval romance manuscripts, illustrations with their
lengthy rubrics.summarizing the events of the chapter to come divide up

the text into accessible units and provide an alternative way of gaining
access to the narrative (139). They must have been .much appreciated by
those readers more interested in .following the story from the pictures
than from reading the text. For those interested in a more meticulous
reading, miniatures accurate to the text would provide a useful way of
relocating favourite passages and a real aid to remembering the stages

of the narrative. It is possible that the majority of the illustrations
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specified by Lebégue may have been envisaged as part of the apparatus
designed to guide the reader through the text, in the absence of any
other indication as to how they were to be used. They would have been
a genuine aid to the reader, but they would have aided the process of
reading rather than of understanding.

The development of the organization of manuscript layout for
maximum efficiency and ease of reference is a complicated subject.
There is time toqdo little more here than sketch in briefly some of
the research that has been done. M.B.Parkes provides an account of

the development of mise-en-page to respond to the requirements of a

scholastic rather than monastic lectio:

The monastic lectio was a spiritual exercise which involved
steady reading to oneself, interspersed by prayer, and pausing
for rumination on the text as a basis for meditatio. The
scholastic lectio was a process of study which involved a more
ratiocinative scrutiny of the text and consultation for
reference purposes . (140).

Parkes describes some of the changes in apparatus brought about by

these new forms of reading. Rubrics and indications of textual division

helped.the reader find his way around the text as did.running titles
which took on an importance in the thirteenth centﬁry. 'Features of the
apparatus can be found even in well-produced copies of vernacular texts
which do not presuppose an academic readership', particularly in the
Ellesmere manuscript of the'Canterburx'Tales.(lhl). Richard and Mary
Rouse also discuss the development of tools which enabled the reader to
get at information. They, too, are interested in the development of the

visual impression of the page:

The use of color itself in initials and paragraph marks deserves
comment. Alternating colors can effectively block off and

separate sections of a text, rendering them easily distinguishable
at a distance (142).

Papias's dictionary, the Elementarium doctrinae erudimentum from the
middle of the eleventh century was a landmark in the organization of the
book. In his prologue Papias proves himself conscious of what can be

denoted through changes in the sizes of the letters (143). It was not,
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however, until after the twelfth century that copyists showed themselves

responsive to innovations of this kind:(144).
A similar problem confronted Herbert of Bosham:

In preparing his texts for possible .publication, Herbert employed
various methods for classifying information on the page. He was
one of the earliest authors who deliberately used devices .such as

running-titles, chapter-numbers, two (or three) sizes of script
for different classes of information, side-notes in various

coloured inks, and even coloured initials as a specific means of

finding one's way about the text. In the 12th century such
features were unfamiliar and daunting to many scribes. In his

two main texts Herbert wrote prologues explaining his elaborate
layout and begging that librarii (as he calls them) will copy it

in full or not at all (145).

Bodleian MS Auct E. inf. 6, his arrangement of the Great Gloss of Peter

Lombard on the Psalms, written possibly in Paris between 1173 and 1177,

is of particular importance from our point of view because it also shows
figurative art combining with decoration in an attempt to interpret

the text. On fol. 119r a figure of St Augustine is shown correcting a

mistake by Peter Lombard (146). The figure, labelled 'augustinius® with

'Noto ego' written by the mouth, is further to the left of the page than
is £he column of side-notes. The figure has a pointer in its hand with
which it is indicating a section of the text. It is very probable that
Herbert wrote this manuscript himself and the illumination, too, may

well be by him (147). This example associates firmly the idea of

elaborate preparation of the text with the use of illustration.

From this brief survey it has become apparent that one very
plausible purpose of the miniature in medieval manuscriptswas to provide
a visual chapter heading. This would imply that it was more functional
than decorative though its use in commenting on the text would be
limited. From this point of view, the location of the illustrations
would be more significant than their content. None the less, even if
the majority of the pictures were intended to be visual chapter headings
only, it is interesting to see into what sections medieval readers
apparently divided their reading. It is certainly po;sible to see the

miniatures as part of the overall development of information retrieval
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systems in medieval manuscripts.

L. The Medieval Reader.

| have offered evidence that the author, the commentator and the
translator may have thought hard about the relationship between picture
and text and its possible function in the manuscript. What was the
reader expecting? The last section has discussed some of the developments
in manuscript layout for works of scholarship which were adapted for
non-scholarly use and which may have given him certain expectations
~ about the physical appearance of his book. Furthermore, the conceﬁt of
the reading process seems to have undergone a change in the late [iddle
Ages. o

A writer such as Chaytor gives much evidence of the custom of
reading manuscripts aloud (148) . Not everything in the fourteenth and
fifteenth centuries was composed for oral performance; indeed by the
fifteenth century it is probable that this view of a literary text is
anachronistic. Ignatius points to the possession of the secular, non-
scholarly book as being a relatively new phenomenon in France and draws
attention to the interest in .the physical appearance of the book which
is such a feature of early fifteenth=century French manﬁscriptsf(th).
This does seem to indicate a change in focus from the ear to the eye.
A further change in the concept of reading as a process took place in
the same period -- the notion of reading for enjoyment.. Though most
marked in the period after 1450, the idéa is presént in the Decameron
(150) .

That he should enjoy the possession of the book as a whole seems,

therefore, to have been one of the expectations of the medieval reader
of illustrated books. 1| shall be offering evidence of delighted

connoisseurship in relation to the miniatures during the remainder of
this thesis. | shall also be discussing books as status-symbols where

the magnificent impress of ownership is the most important feature of
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the illustration. More discriminating reading of the miniatures is

difficult to prove. The decorative aspect of miniatures and their role
in dividing the text into sections Is reasonably self-evident; there
is no way of proving conclusively that the medieval reader scrutinized
the illustrations with great care (151). On the other hand, certain
habits of thought may have pre-disposed him to do so. 'Nowadays we

recognize that the visual arts had a central place in the culture of

the fourteenth and fifteenth centuries and that they were capable of a
formative effect' (152). Because of the high value placed on the
visual sense medieval people were receptive to visual imagery. Bery)
Smalley discusses the kinds of visual aids used by the Dominican,
RoBert Holcot, who used paintings and carvings by way of example (153).
He further introduced elaborate 'pictures' of abstract qualities such as
Drunkenness and Lechery into his Moralitates and his commentary on the
Twelve Prophets. Though it is possible to paint the figures from the
description given, it is unlikely that Holcot intended them to be
depicted (154). Like all his other 'visual aids' they were primarily
aids to preaching, but it is significant that it was not deemed
necessary to produce this pictorial information in visual form: the
reader or listener was to create them himself in his own imagination as
an aid to memoriZing the attributes of the various figures. In this
they are perhaps like the lengthy instructions to the illustrator in
Somme le Roi which also appear in unilluminated manuscripts (155).
Though there was no consistent medieval theory of imagination
(156) the image-making faculty was perceived by many thinkers to be
necessary for thought. This was certainly the view of Aristotle and

it was a notion that was available to the Middle Ages (157). According

to the Aristotelian thinkers there are three powers by which the soul
comes to know: the sense comes into contact with external objects;
the imagination makes them available to the mind; and the intellect

possesses them. The imagination thus mediates to the mind the world of
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objective reality. Medieval faculty psychology offers an intriguing

terminology. Each mental power is assigned a location in the head:
In the front cell or ventricle is imagination, affording a
meeting place for separate sensations, thus constituting common
sense, and forming the mental images necessary for thought, and
the work of imaginatipn proper .(158).
This association between the formation of images and thought seems to
open an interesting connection between the image on the page in an
i 1lustrated manuscript and the thought-process of the reader. At first
sight it might appear tempting to draw.such a connection and it has been
. done with great erudition (159); however little direct relationship is
proposed between the detailed working-out of the theory and the practical
examples given. It seems best merely to indicate this as a possible
intellectual trend, a consideration which may have affected a reader or
devisor of a pictorial programme, and to leave it at that. It can
certainly be said in general that the medieval reader would have had
an interest in images ;nd that they might have helped him with his
reading.
They might have helped in another way. The imagination also
supplied images to the memory. Without these images the memory could
not operate. According to Richart de Fornival both visual and aural

data are of value to the memory:

Painture sert a |'oel et parole a 1'oreille. Et comment on
puist repairier a le maison de memoire et par painture et par
parole, si est apparent par chu ke memoire, ki est la garde des

tresors ke sens d'omme conquiert par bonte d'engien, fait chu
ki est trespassé aussi comme present . (160).

Memory is thus an important faculty. Though, by and large, medieval

thinkers put a low value on it:

when they saw it as a faculty of the soul, they valued it highly
as a necessity of everyday life. . . . From this practical view

they imagined memory had to be supplied with shelves, so to
speak, and kept in order (161).

Men trained their memories by artificial means. The sense of order was
an important factor in these artificial memory systems, but so, too, was

the sense of sight. And here there is a connection between thinking
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ebout the imagination and thinking about memory. Aristotle's statement
that it is impossible to think without ‘a mental picture is constantly
adduced to support the use of images in mnemonics (162). The memory
systems of antiquity involved an imaginary or remembered .building about
which one toured, disposing objects which would recall the point that
one wanted to make to mind. When one needed to make the speech or to
preach the sermon, the idea was to go on the imaginary walk, retrieving
the objects in sequence. Yates cites many medieval variants of this
system, all reliant on the.basic image-making faculty. Again, one must
be cautious about making the transition from intellectual theory to the
physical appearance of miniatures on the manuscript page. Yet there is
a suggestion that miniatures may have aided the memory in lengthy and
complex narratives. In the case of Dante illustrations Brieger views
the miniatures as providing a parallel and complementary narrative. He
is quite clear about the role of illustrations as visual aid; and
mentions their function as aides memoire: 'The purpose of the illustra-
tions was not to compete with the text or to be a substitute for it but
to provide a visual aid to understanding and remembering all the steps
along the soul's road to salvation' (163). In fact, Yates points out
that Dante's Inferno could be regarded as a kind of memory system for
memorizing -Hell and its punishments (164).

This chapter has reviewed some of the comments made about the
relationship between text and image in medieval manuscripts and some of
the possible approaches that might be adopted. Since it has become
apparent that there is a range of functions which miniatures may have
served, ranging from the merely decorative to the explicatory, it is
clear that generalizations are inadequate. As we have seen, it is
possible that one manuscript may have a carefully co-ordinated pictorial
programme designed to aid both the memory and the understanding, while
another manuscript might just as easily have a carelessly produced and

arbitrarily provided sequence of .illustrations. There is no theoretical
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reason why thg assumptions of Tuve and Fleming, that miniatures may offer
a reading of -the texts they accompany, should not operate, though there
are practical problems. There is too.much evidence of thought going

into the construction of pictorial cycles for the resulting illustrations
to be dismissed merely as decorative devices, indicative of the wealth
and taste of the book's owner, though this is a function which they may
sometimes exclusively have served. It is by no means certain, however,
that where miniatures were scrutinized with attention that they supple-
mented the meaning of the text; there are other functions of a formal
~and structural nature that they may have .fulfilled. For these reasons
specific case studies of individual manuscripts or groups of manuscripts
are preferable to generaliZations; the conclusions yielded will vary
from case study to case study. This is.the methodology that will be
adopted by the remainder of this thesis. Keeping some of the issues
raised in this opening chapter in mind, | shall adopt a deliberately
pragmatic approach in the ensuing accounts. -l shall concentrate on
secular narratives; with religious narratives there is often more at
stake than presenting the sequence of the narrative. This fits in, by
and large, with the stimulus provided by Fleming and . Tuve, the genesis

of this study.
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CHAPTER 2. ENGLISH VERNACULAR ILLUSTRATED MANUSCRIPTS: SOME CONTEXTS.

| I1lustrations of texts in the English vernacular pose a particular
series of problems. Since an illustrated book is quite a substantial
i tem of expenditure, economic and social factors need to be taken into
account. At the simplest level, an.audience with sufficient wealth to
sustain such an outlay and sufficient interest in manus¢rip£s wi th
illustration must emerge to make the prodﬁction of an illustrated book
feasible or proEab]e. And in Rosemary Woolf's evocative phrase, until
the fourteenth century =-- and particularly the end of the fourteenth
century -- English was a 'depressed vernacular' (1). It must be

remembered, moreover, that texts in the English vernacular are not the

same as English vernacular texts. Manﬁscripts in Anglo-Norman were
certainly illustrated during the thirteenth century, sometimes .quite
extensively (2). |In other words, if people with the wealth to buy

i Jlustrated books were speaking and reading French, texts in English are
unlikely to receive illustration. For this reason, illustration of texts
in the English vernacular is predominantly a fifteenth—-century phenomenon.

(3).

At first sight, then, illustrated manuscripts of texts in the
English vernacular would seem to provide a useful corpus of material to
discuss. There are fewer illustrated manuscripts of texts in the English
vernacular than there are in the French, for reasons outlined above, yet
the extant manuscripts are sufficiently diverse £o demonstrate the

various functions that may have been served by illustration (4). On the
other hand, to suggest that interest in English vernacular illuminated

manuscripts gradually replaced ownership of French illustrated manuscripts
during the course of the fifteenth century, would be seriously to falsify
the issue (5). Contacts with France were frequent and prolonged in the
fifteenth century as in the fourteenth. All the Lancastrian Henrles
married French princesses (6) , matches which presumably necessitated the

presence of an entourage of French speakers at the English court. The
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influence of Margare; of Anjou, wife of Henry VI, appeérs to have been
particularly marked (7). As important perhaps was the occupation of
French soil caused by the English claim to the French crown. That such
an occupation catered for or produced a relish for French culture as well
as for deeds of warfare is perhaps as much demonstrated by Sir John
Fastolf's interest in Christine de Pizan's Epitre d'Othea (8) as by John,
Duke of Bedford's purchase, in 1425, of the library founded by Charles V
(9). Henry 1V himself was interested enough in French literature to
invite Christine de Pizan to England (10).

|t becomes clear that illustrated manuscripts of English vernacu-
lar texts cannot be considered in the vacuum of English culture. The
most important aspect of this is the fact that much of fifteenth-century
English literature, even more than of fourteenth, consists of translation,
often from texts which have a full and rich tradition of illustration in
their original language (11). Such is the case with many of the works of
Lydgate such as the Fall of Princes (12), the Troy Book (13) and his
translation of Guillaume de Deguileville's Pélerinage de la Vie Humaine
(14). Deguileville's sequel to this, the PElerinage‘de'l'ﬁme was exten-
sively illustrated in France and the conception of the text as an illus-
trated one seems to have been prevalent in England (15). Christine de
Pizan's Epftre d'Othea was often lavishly illustrated in its original
language (16) and, again, the manuscripts of the English translation,
though fewer and more modest, without exception show that the original
intention, at least, was to provide the text with illustration (17).

Another text which was often lavishly presented in its French original

but received a more modest and spasmodic p(ogrammé in English translation
is the Master of Game (18). It is unwise, therefore, to consider such
texts apart from the traditions of illustration for their source; it is
possible that the conception of the original text as reflected in the
format may have influenced the producers of the translation (19).

Together with the status of the language and the tradition of
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illumination for a particular text, one must bear in mind traditions of
patronage. [t is necessary to compare France and England when an

i 1luminated text in the one language becomes an illuminated text in the
other, but, as the previéus paragraph has begun to intimate, the
comparison is often an unfair one.. England was a less wealthy country
than France (20). Though, as Marcel Thomas points out, ‘'art at .the
beginning of the fifteenth century (and more particularly, the art of
the book) happened to be very much in fashion.in most .European courts'
and the sumptuous manuscript 'seemed to have become one ofhthe_esseﬁtial
attributes of nobility and power' .(21), there.is no one in England to
compare with such discriminating and enthusiastic patrons as .Charles V
and Jean, Duke of Berry. And there was a venerable tradition behind
them. Fnangois Avril (22) remarks on.the prés;ige ofyParis+as-an
artistic centre during the fourteenth century, pointing out the close
association between court and craftsmen.which emerged (23). Jean le Bon
was the first of the French kings to adopt a definite 'cultural policy'
(24), emphasizing trans?ations and.the creation of new worksh(ZS), but
he was amply followed by his sons.. Charles.V also had a concerted
policy of translation into the .vernacular (26) and surrounded himself
with men of letters (27), scribes and illuminators (28). His other
brothers, the dukes of Anjou, Berry and.Burgundy also founded libraries_

and encouraged translators (29).. The.Duk