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ABSTRACT

THE HUNT OF THE UNICORN : TAPESTRY COPIES MADE FOR STIRLING
CASTLE, SCOTLAND

Amy Beingessner Advisor:

University of Guelph, 2015 Professor S. A. Hickson

In 2014the West Dean Tapestry Studio in Englandpleteda commission for Historic
Scotland, an agency of the Scottish government, to repraketze fifteenthcenturyHunt of
theUnicorntapestry seriesn permanent display dte¢ Cloisters Museum in New York City
The purpose of Historic Scotlandds reproducti
authenticity in the Renaissance apartments at Stidewsgle Scotland.This thesis explores
Hi storic Scot | an dTtheHumt ef the Wnicarrapestres for thherenovatiorc e
of Stirling Castlebs royal apahhbhenieggaand, and ho
identity challenges traditionaboundaries of authorship and authenticipplying the concept of
the simulacrum specifically through the writing of Jean Baudrillard and Gilles Delethee,
Unicorntapestriesreanalyzed based on the conteatd authoritieshat informperceptions of
their status as either copies or originas/eaing authenticity to be gerceivedconstrution.
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Introduction

AROne of the axioms of magi cal belief everywhe
resembl ance to anothiepr ope¢reticyothas that Aot

Fantasy and reality, truth and fiction, original and copy. These are the bthaties/ide
us and defineu® et er S. Bltalgdténtadesveili bes a AMi dni ght
overseen by an old witch named Mommy Fogtufihe Midnight Carnival is a menagerie of
fantastical animals such as a manticore, a dragon, a harpy and a unicorn. The manticore and the
dragon are fake, a toothless lion and a crocodile disguised by spells cast by Mommy Fortuna, but
the harpy and the igorn are real. The novel is of course a fantasy, but the blurring of lines
between reality and myth in the Midnight Carnival reveals how the divisions and binaries we
construct can be deceptive.

The terms O6aut henti c6 an by, réferingto & olgjecter of t e n
experience that seems positively connected to-aqmeeived ideal of truth. Engaging first with
thelegendand history of the unicorn, and then with the nature and history of tapestry, this thesis
explores the processes®@fr e pr oducti ond t hat wtosetsaflnevol ved i
Hunt of the Unicorrapestries. Investigatirtherole of the tapestries historic reconstruction
and theirrelativestasd as bot h copi es AMMatdoesitrggamt@a| s we mu
authenticate thpast through the use of copies?

Before examining theories of authenticity and critiques of the copy, it is useful to
examine the details of thdunt of the Unicornapestry project and what how it has been
received sdar.

The Project

The reproductions of thidunt of the Unicorniapestries series, currently displayed in Stirling
Castle, were commissioned in 2002 by the Historic Scotland Foundation, and woven by the West
Dean Tapestry Studio and weavers at StirlinglCasb s t apestry studio. The
hastaken 12¢yar s, and t Wwavendsing mpastly hésameenetbods and materials
employed to create the original sixteestntury tapestries. By analysing both the original
tapestries, and the et reproductions of thdunt of the Unicorrseries, this thesis will focus on
concepts and theories of copying and authenticity, asking what has been created, a copy or
something new?

1 Odell ShepardThe Lore of the Unicor(New York: Dover Publications, 1993), 129.



Historic Scotland is an agency of the Scottish government, the marideitéch is to
designate, preserve, restore, a’dmkumpcoro mote t he
tapestry project began in 2001 and is estimated to cost a total of 2 million GBP, funded mostly
by a donation from the Quinque Foundation of Rhode dslal$A° The tapestries were

commi ssioned as part of a | arge renovation pr
most important properties, refurbishing the six apartments in the castle to make them appear as
they may have in the middleofeh si xt eent h century. About the r

website declares:

fYears of research were carried out by archaeologists, historians and other scholars to
ensure that every detdilfrom the magnificent fouyposter beds to the heraldic

decoratons on the walls and ceilingsis as authentic as possible. Costumed performers
in the role of nobles, guards, ladies in waiting, and Mary of Guise herself, will help bring
the experience to lifé*

The intention behind the project was clearly to reaaptilnrough renovation, some sense of

historical authenticity. The larger question behind any sort of historical reconstruction is, of
course, the precise nature of dorhewlserebeaweenhent i c
deconstructednd reconstructed realities.

The tapestries themselves occupy an ambiguous space within the larger retomstruc
project, since the justificatidior their original placement in the castle is based on fragmentary
evidence. The decision to commission timécorn tapestries was based on an inventory of the
tapestry collection of James V (151342)° one time King of Scotland and resident of Stirling

Castle. According to this inventory, Jameso h
call edi §iThei e o f°Bdcduse Hidtaric Scotlan wanted to replicate the
experience of Iife in Stirling Castle during

Museum of Art in New York with a request to recreate the surviving set of sixieertiry

tapestries, known aghe Hunt of the Unicorrthat are on display at the Cloistdrsan interview

publi shed December 7, 2013, Ruth Jones, an As
Hunt of the Unicorrproject, described the collaborationsag hi evi ng a A appy mut
Whateverinsightsinto theUnicorn tapestries the Metropolitan Museum gained from West Dean

2AiThe Palace Project,o accessed February 13, 2015,
http://www.stirlingcastle.gov.uk/home/experience/palaceproject.htm.

SAiTapestry Project. Fact Sheet 5 26.06.2008,0 accessed
scotland.gov.uk/tapestry_factsheet_5_faqgs.pdf.

“AThe Palace Project,o http://www.stirlingcastle.gov. uk

5 John G. HarrisorRebirth of a Palace: The Court at Stirling Cagfiedinburgh: Historic Scotland, 2011), 106.

6 Thomas Thompso Collection of Inventories andtf®er Records of the Royal Wardrobe and Jewelhouse; and

of the Artillery and Munitioun in Some of the Royal Castles M.CCCC.LXXXWIDC.VI.(Edinburgh, 1815), 50.

Zoya Mirzaghitova, AThe Hunt of the Uecenber?,2013,1l nter vi ew
https://satellitegallery.wordpress.com/2013/12/0Ztibatof-the-unicorrrinterviewwith-ruth-jones/.



and Historic Sc otheylmavedd ® publicpycondusians aevemts ,
publicly acknowledge the project.

Thenew set of tapestries is officifdly descri
classification that seems deliberately designed to avoid the connotations and controversies
attached to terms | ike O0copy©6 anabeedapplipdby duct i
some journalists to describe the project. The weavers working on the new tapestries work from a
blackand white full scale cartoaiirawn by Katherine Swailes, who created the design using
both computer generated and hand drawn imageryrahdparencies, and digital images of the
fronts and backs of the tapestries that were supplied in large part by the Metropolitan Museum of
Art. Inspiration for the remaginedMystic Hunttapestry, compiled frontwo tapestry fragments,
was also drawn fio tapestries in the National Galleries of London and Edinburgh, the Cluny
Museum in Paris, and from research and cartoons found in digital aréhives.

There are particular material differences to be noted between the original tapestries and the
reproductios. The most important is that the new seriegl@en woven at four warps per
centimeter as opposed to the originals, which were produced at eight warps per centimeter. In her
interview, weaver Ruth Jones indicates that the difference in warp was one of the crucial factors
convincing the Metropoltan Mieum of Art to approve the proje
the new tapestries into more than copies, more like a musical variation on ath&tieer
differences include the chemicals used to dye the yarns and the use of gold wrapped threads
instead of silver, decisions that Jones asserts were made in consideration of aesthetic and historic
conservation values. One last interesting difference in terms of the production of the new
tapestries is that the weavers at Stirling Castle work from thedfdahe tapestry to the back,
instead of the standard method of back to front. Because the studio is open to the public, weaving
from front to back allows visitors to see the image created as it will appear when finally mounted
in the castle apartments. Whing the weaving is considered to be an exciting part of the tourist
experience at Stirling Cast{ég. 1).1

divinghi st or y 6 p e apoputanmeans & engagingeind educating visitors at
museums antlistoric sitessuch as Stirling Castleut have also become a means for
communitiegdo curate and showcase their individharitage and identitythetermé | i vi n g
h i s tenconpaésses a wide rangeaofivities including costumed tour giés, reenactments,
participation ind h i s t practices ar thé use afaterial artifacts from the pasfiving history
aims tofirecreate the past authentically, both tangibly through costume and material culture and

8Geraldine Sim and Fiona Wain, AFirst year visit to Sti
2014 http://textileconservation.academicblogs.co.ukffiestrvisit-to-stirling-castlestapestrystudio/

9 Katharine Swailes,-enail message tthe author, January 21, 2014.

0 Mirzaghitovafi The Hunt of the Unicorn: I nterview with Ru
sSsim and Wain, fAFirst year visit to Stirling Cast/|l
http://textileconservation.academicblogs.co.ukMirsrvisit-to-stirling-castlestapestrystudio/
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intangibly through | angud@itdcismitasfbocasedond and soc
potential forliving history performances toonvinceviewersthat thehistory portrayeds a true
andaccuratedepiction ofthe real pasinstead ofa theatricalersionof what hagast'® Research

into the perceptions of tourisésd reenactmenparticipantconducted byCeri Jonesas well as

Elizabeth Carnegie and Scott Mccaioelicatethatprior knowledge anéxperiencef historical
factsinfluence thereception of living historyportrayalst* While the aim of this thesis is to

analyse thenicorntapestry project specifically, understanding the conce@tofvi ng hi st or
provides a frame for the challenges raised by the context for which the reproduction tapestries

were created.

As a master weaver and the former Studio Director for the unicorn tapestry project at the
West Dean Tapestry studio, Caron Penney has special insight into the nature and process of
tapestry weaving. | n Unieomt apeet righaRisndhe spobleri ng
ant hhol ogy fAAuthenticity and Repli patPieomeyThe
asserts that the tapestries created for Stirling Castle are not tdpegailing differences
between medieval and contemporary weaving, the paper $sigigassit is impossible for
weaverstodaytorer eat e an fAaut hentico medieval tapest
remained relatively unchanged for 500 years, the knowledgeiauinstances of the weavers
havetransformed radically. Due to theariges in warp described previously, Penney states that
the new tapestries are visually fAboldero and
an fAinter prleltisimpossieto khdwnvieo the weavers of the origimatorn
tapesties were, let alone how they felt about their work, but is this chasm of time and space
between creators enough to assert that the new tapestries are unequivocally unique from their
medieval predecessors?

Theories of the Copy

In light of the great technological advances of the last century and a half, the concept of
the original or authentic work of art has bee
forms of photography, film, and other digital reproductions. Despéénitredible ability of
these technologies to accurately record and save images indefinitely, and what may be called a
revolution in how we save and reproduce everyday images, the practice of copying art is still

2Ceri Jones, fABringing the past to |life? Exploring the
under st ahutimgntdi dinty and Replicati on: , el RebecéalGerdonetThi ngo
All (London: Archetype Publications Ltd., 2014), 131.

BJones, ABringing the past to |ife? Exploring the role
understanding, 6 132.

“Jones, ABringing tthree praclte twf |4d utel?e rEtxipdiotryi nign devel opi
understanding, 0 137, El i z a-ermmadtnhent EemtsnrardgloueismaMedninggc ot t  Mc c a |
Aut henticity and I dentity, o0 Current | ssues in Touri sm,
SCaron Penneyj Re di s c o UnécormTnagp etshteAiué seadtisity and Replication:
and Conservatiored. Rebecca Gordon et. All (London: Archetype Publications Ltd., 2014), 153.

®Penney, fARedUnsomdapeshgi ebed 157.



hotly debated. Art history has a time amelss origins, which often leads to problems of elitism,
authentication, and cannon. Economically, we must consider the value of the original and how
copying it will affect that value; we have to consult all the parties with a vested interest in the
image o deliberate how copying it may change its meaning; and finakydoes copying a

famous work of art help tconserve it for the future or distort respresentation of the past?

Today most discussions of the problem of the copy concern images thaiceave
reproduced digitally. Although there has been some discussion pertaining to the translation of the
unicorntapestries into books and movies during the last fifty years, the project under discussion
here is unique because the product of the reproduocfitheunicorntapestries is not a
photographic, cinematic or digital image; it is a matehadg that has been painstakingly
created using mostly the same methods as the originals. To my knowledge, there is so far no
significant literature about theatices of copying and the implications of the reproduction and
re-contextualization of thelunt of the Unicorrapestries, allowing me the remarkable freedom
to forge a path less burdened by preconception. Therefore | have decided that the the@etical ba
for this study will be built on the idea of the simulacrum, specifically in the opposing approaches
of Jean Baudrillard and Gilles Deleuze, not because their ideas all apply neatly to the tapestries,
but because their arguments appear to form the féiondaof my own internal debate on the
nature and value of authenticity in art.

Michel Camill e b &igulacrando hwist esshg a@ssertion tha
ti me of Plato, visual art has beewmpgdncerned
Tracing the Latin root of the word, simulacru
is |likely one of the reasons theorists I|ike N

in their discussions of representation in art and visuliiie today® The example used most

often to illustrate the concept of the simulacrum is that man was made in the image of God, but
when he sinned and fell from grace, though he still resembled God, he was no longer a
representation of God; in other woyétsmay look like a duck and quack like a duck, but there

really is no duck. Camille, however, likens the simulacrum to a statue that is purposely created to

be physically out of proportion so as to appear to be in correct proportion when the viewer looks

at it from a particular vantage paifftHe suggests t hat Pl atods conce
stemmed from the subjectivity of the viewer:
involved not just image makers but also their vievi#8tJ he differene between the two
examples seems to me to be the implication of
ethereal, intermediary, and benign, or it may be a sinister deception.

“MichelCami | | e, i SCritical Texnasifou Artdlistoryed. Robert Nelson and Richard Shiff. (Chicago:
University of Chicago Press, 1996), accessed http://faculty.washington.edu/cbehler/glossary/simulacrddtml, 31
BNicholas Mirzoedfki figghost wihirtalipfMsuacQuitutelino & (20D2): 247.
®Camil | e, i Btp:#iaclltaveashington.edu/cbehler/glossary/simulacr.html.

2Cami |l | e, 0 Btp:iachltaveashington.édu/cbehler/glossary/simulacr.html.




Camille argues that the simulacrum challenges the work of art in &ys;\iirst, it
ignores the hierarchy of the relationship between the original and copy, and second, it erases the
binary opposition of reality versus representation. According to Camille, the interpretation of
Gilles Deleuze displaces the emphasis on pimtew, illustrating how the simulacruerases
distinctions and differ ence s.®iDaleureltriditisesDe | eu z e
Platods simulacrum forfPhetsamenestthatdPawtdidt
internalizes difference and this way is deceptive, a false claimant that retains the image of

whatitrepresenfb ut has | ost some moral or spiritual e
Wal ter Benjaminds expl or &Deleuze himdelf peéexrstoani cal r
characterize the simulacrum as a Apositive po
model and rPHer odascstoinendhat the false clai mant

actually be false if it does not representhrio begin with. Furthermore, if there is no distinction
between true and false, original and copy, then the hierarchy of power is subverted and replaced
by a chaotic sort of freedom.

Del euzeds reverence for chaos, and his eag
of the traditional distinctions between model /copy, or original /representation, apply nicely to
the investigation of thelunt of the Unicorriapestries. Because theeation of a tapestry already
involves the recreation of an image or cartoon into something else, it can be argued that tapestry
itself is simultaneously an original and a copy, complicating traditional distinctions and
Sstructures of tepetatier invo\dng the particgpdtien of the viewer in an
intentional deception, also provides an important theoretical approach, albeit one with more
negative connotations. In many ways the tapestry is a perfect simulacrum as it is neither the
origind nor the copyé so then what does that mak:¢

Jean Baudrillard supposes that the real not only can, but already has been subverted into
the simulacrum; the real has become an uncanny space that deceives us into belteving tha
i mages are stild]l representations of original
only hiding that there is nothing thei®At once recognizable and yet plasticised, mass media
and visual technologies have permeated all means of comnianiaad transformed all
interactions into a series of signso Tahepsreoces
phases progress from a reflection of a basic reality, to an image that masks and perverts a basic
reality, and finally to the simulaerm t hat fAmasks the absence of a
relation to any reality whatev.ef®

22Gilles Deleuze and Rosalind KrOataber$MIT PiieBs) 27:t46. and t he Si i
2pDel euze and Krauss, fAPlato and the Simulacrum, o 45.
23Walter BenjaminThe Work of Art in the Age of Mechanical Reproducffarism Key Press, 2010), 19.

“Del euze and Krauss, APlato and the Simulacrum, o 53.

25 Jean BaudrillardSimulacra and Simulatigriranslated by Sheila Glaser (Michigan: University of Michigan Press,

1994), 9.

26 Baudrillard,Simulacra and Simulatiqril.



Criticised for his negative views of massedia and the ideological control it exerts in
oureverydaylived’Baudri | |l ardoés si mul acy @ipertamtodhet heory o
grandness of quotidian life itself, and is in some ways too broad in scope to be applied to this
particular case study. After all, | am not looking to analyse the nature of reality itself, but the
concepts of authenticity and reproduntis they pertain to a particular sebbfects The
foversi gni fdescalted by Baudrilfaril the tairrdng of ordinary objects into
aesthetic works to be analysie@ not necessarily productive for this study either. Although the
tapestry dil have its practical purpose as a form of insulation in draughty castles at the time it
was created, it remained an opulent luxury item reserved only for those wealthy enough to
possess an actual castle.

Where my study makes theoeiesis e dis discussmnod f Baudr
ethnography in AThe¥ Paedrislsli amd»d Snenud atce aadb (
the Cloister of SMichel de Cuxa from the Cloisters Museum in New York City to its original
site, criti qgu esrifHstricdl abjestsehrongh theiramntestualization. In
the anecdote, the return of the artifact that was appropriated by the Cloisters Museum
(coincidentally the exact same institution that is currently home to the ongiitalrn
tapestries) oly increased its artificiality by pretending the intervention could be erased and its
authenticity reinstated. This process in many ways mirrors the motivation behinecteatien
of the wunicorn tapestri es animgCébilesotadormerglor.c ot | a
Whether this glory is, or even can be, an accurate representation opéistés the lingering
elephantor unicorn in the room.

Contrary to Wa ltweatreth &eturytreonesnHelken Robeds and Julie
Codell daim that reproductions can obtain their own aura because people form emotional
attachments to the reproductions they have experiencéattis book on the myths and
symbolism in the unicorn tapestries, John Williamson analyses the evolution anaiatorp
of pre-Christian /pagan icons into the Christian religions of Western Europe. Evocative of Caron
Penneyds musings on environment al infl uence a
argues that in order to understand medieval tapssh@viewer must first understand the
complex cultural and historical context in which they were cre&tedcusing on the botanical
and animal iconography, Williamson portrays Hunt of the Unicorrtapestries as a doorway
into medieval society, concluding that the mythology of early{Bdmpean religions and

ZICami | | e, i Btp:Miacdltypveashington.edu/cbehler/glossary/simulacr.html.

28 Hyppereality for Jean Baudrillard is the creation of reality from models, Jean Baud8liamaacra and

Simulation,1.

29 Baudrillard,Simulacra and Simulatiorr5.

30 Baudrillard,Simulacra and Simlation, 11.

31 Museumfication the transference of a material object from its original cultural context to the ordered structures
of history and science. Baudrillarfimulacra and Simulatigri1.

2Julie F. Codell, f@ASecondMddmanm Médiah ge s 0 d Gisual Rasduiies Sur r o g :
(Taylor & Francis) 26 (3): 215.

33 John Williamson;The Oak King, the Holly King, and the Unicorn: The Myths and Symbolism of the Unicorn
TapestriefNew York: Harper and Row Publishers, 1986), Introduciion



cultures was important in constructing the religious and cultural iconography of Western
European medieval art. It is undeniable thatdéigendof the unicorn has been a source of
fascination and inspiration throughout history and across cultures, so much so that it may be
impossible to untangle how much history is conveyed by the tapestry from the various ways in
which present beliefs and uerdtandings are being imposed upon it.

Julie Codell, in her summary of Hel en Robe
isurr oga’feori nmawresedx peri ence of art, concludes
occurred just as he predicted. Ousffiexperiences with a work of art, Roberts argues, are
usually mediated through their reproductions, sedwantti®®*l n Rober t 6s ar gument
experience that leaves the strongest impression, an impression that we always refer to and
comparewitot her obj ects and i mages, incl@w8ing the
According to Roberts and Codell, as well as other theorists including Kent Drummond in his
anal ysis of Caravaggiods work fromsa mar ketin
reproduced or quotethe more known and important it appears and the higher its cultural value
becomes’Mar gar et Freemands research discovered t}
became the property of the master of the workshop, and wereusfed to make duplicate sets
of tapestries® Raising further questions as to whetherkhmt of the Unicorriapestries in the
possession of the Metropolitan Museum of Art at the Cloisters could themselves be
reproductions, F r e eafhand ldusiness ef sapesstiy waaving im medievalt h e ¢
Europe insists we consider the possibility that our notions of authenticity are, as Roberts
suggests, somewhat arbitrary and emotionally charged.

Catharine Soussloff claimed that each repetition of an ateeadout an artist or work of
art fAgives the intedplethaduigbn Sbhhesaiof fed mnaak
rhetorical device of the anecdote, demonstrating how the myth of the artist is preserved in art
history, her argument that &airity and authenticity can be awarded to an object based only on
the words of “dsdnates liké awatningirr the backgmeuind of this study and the
discipline of art history as a whole. The reproduction, like the biographical anecddbe, £een
as both an advantage and a detriment to historical investigationnidoentapestries woven
for Stirling Castle are meant to invoke the feeling of sixteeetitury Scotland, and while there
is no doubt that the process of weaving them yieldgoeat deal more knowledge about the
production of the originals, they will never be from the sixteenth century.

“Hel en Roberts qtd. in Julie F. Codell, fA%econd Hand |1
I nt r o dMisual Resaurce§laylor & Francis) 26 (3): 214.

®%Roberts gtd. in Julie F. Codell, fASecond Hand | mages,
%Roberts gtd. in Julie F. Codell, fASecond Hand | mages,
SKent Drummond, f@dThe migration of art from museum to m:

38 Margaret Freemaii,he Unicorn Tapestrie@New York: Metropolitan Museum of Art, 1976), 207.
39 CatherineM. Soussloff,The Absolute ArtisiMinnesota: University of Minnesota Press, 1997), 150.
40 Soussloff,The Absolute Artistl51.



Letbs take Walter Benjaminbs seminal essay
Reproductiono as anot herote@anadispussed infinittmsinces n ot
its publication in the golden era of propaganda (this paper included, perpetuating the cycle), but
has been rnvented in various works as time and technology itself moves forward. Works such
as AArt in the Age*aonfd OiithgrAge af Biockerpeticoduct i on o
Reprod#cefi emence Benjaminbés original concepts
argument s. Benjamindés composition explores wh
reproducible and is subsequently reproduced by atdotry not employed in the creation of the
original work. According to Benjamin, the transformation that occurs as a result of this type of
reproduction emanci pates t he**Domuaggea sf rDoanv iistdos #
AEvol ving Thesghsto,ngwhBelng ahmigithdls main points ab
originality, reads more |ike a modernized ver
that the boundaries between the original and the reproduction have dissolved and merged, so that
the artist and the viewer perform togetfi&a convenient hypothesis supporting the legitimacy of
artistic appropriation.

As highlighted by Gilles Deleuze, Jean Baurillard, and Michael Camille, debates have
been raging for centuries concerning the earndigtators and researchers who are deceived by
fakes and forgeries, or who perpetuate false claims to value based on expert opinions or mass
consensus. Critiques suchla® | n g admlogue written by Guiseppe Orologi in Venice,
published in 1562, have adtbsed theéeception of aff and as discussed in Sharon Gregory and
Sally Anne HlhgahsTcdhredé Arbo o MDeceptionodo, imitati
deceit that creates and reinforces exclusions and hierarchies of{idese debates form the
base of contemporary criticism of the traditional Western cannon in Art History and are
particularly relevant in discourses regarding authorship.

The concept of authorship will prove difficult to applyTte Hunt of the Unicorn
tapestries in particulapr eci sely because of their | ack of a
various medieval and renaissance scholars, the creation of art, from painting and sculpture to
architecture, was a complex yet fluid series of arrangements betwammns\differer
specialistsAnthony Hugles 6 anal ysi s of ar thacanmonmotipnrtteatdchtei ¢ e s
evolution of artistic creation was a clear linear path from medieval workshop to Renaissance

A

artistés studio. Usi ng t blacksmith ahop), ¢Hyghes iflusttatase ¢ a v

“Dougl as Davis, AThe Work of Art in the A®Pe50f oDigital
LeonardoVol.28 No.5 (199): 381-386.

2W. J. T. Mitchell, AThe Work of Art iModerhigmémodemiglO@B)f Bi oc b e
481-500.

43Walter BenjaminThe Work of Art in the Age of Mechanical Reproducfrism Key Press, 2010), 21.

“Davi s, f TArtenth&/age kf Digital Reproduction (An Evolving Thesis: 1980 9 5) 38. 38 1

%®Sally Anne Hi cksomganmo-Tihwes eAgpge odr dDlexcgipds oninlaganhot he Dec
T The Art of DeceptiofAshgate Publishing Company, 2012)217

46 Sharon Gregory and Sally Anne Hickstmgannoi The Art of DeceptiofAshgate Publishing Company, 2012),

10.
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the perceived difference between the solo art
enterprisd the coming together of various artisans, studemtd labourers to produce artifacts

i n t he maBdseabpundary cosstructedeby individuals and institutions to exert power

over otherg’

Hughes argues that fAstudio wor k “tecausérdd not be
object is free from its forerunners, or immune to futureaetextualization. Hughes deaot
mention tapestry work in his paper, and it has been widely noted that there is little information
describing how cartoons were used in tapesgving studios of the fifteenth and sixteenth
centuries. Margaret Freeman points to records of weav8mgsels around 1575 designing
their own cartoons. This caused friction with
weavers be allowed to draw certain aspects and to correct cartoons themselves using charcoal,
chalk or penbut otherwise hactemploy professional painters or be firf@®ther mediums
subvert the hierarchy of power between original and copy in a similar manner to tapestry, such as
the process of printmaking, which uses a template to produce multiple reproductions. The
difference in printmaking is, once the plate is créatiee prints themselves can be produced
with relative speed and ease, whereas the weaving of a tapestry will still require significant work
and expense &t the cartoon has been drawn.

Soussl|l offdéds examination of tologcalorgihsior e of t
notions of secrecy, ultimately making the arg
even as the content of the anecdote appears to give the reader access to a heightened level of
realism or actuality to firsthand accontit he f or m it s e ®inthisenanneat s r e Vv ¢
we can perceive the anecdote used in artistso
representation of an artist who does not exist. Unfortunately, the identities of most medieval
tapestry designeand weavers, including those of tingicorntapestriesare not known todast.

Tapestry weaving through time has most consistently been a process of translating an image
created by an artist from paper, or a similar medium, to the loom, by a wéawnés distinction
between the work of the artist as creator and that of the weaver as interpreter reinforces a
traditional power structure while challenging the idea that authorship is a clear and simple path
to authenticity.

Research conducted by Margaret Fraermaoncluded that no other work of art other than
The Hunt of the Unicortapestries, and one sequence of prints by Jean Qtige®), has
combined the legenaf the unicorn with the theme of the medieval hirnd to this dayhere

““Ant hony Hughes, fAThe Cave and the Stithy: Artistsodo St
1990.0xford Art Journal (Oxford University Press) 13(1): 46.

“®“Hughes, AThe Cave and the Stithy: Artistsd Studios anc
49 FreemanThe Unicorn Tapestrie208209.

50 Soussloff,The Absolute Artist]55.

51 FreemanThe UnicornTapestries193.

52Madeleine JarrywWorld Tapestrf New Yor k: G. P. Put numés Sons, 1969), 34
53 FreemanThe Unicorn Tapestried 76.
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areno traces of th original owner or creators of thaicorntapestries. There is no evidence of
their existence before a |isting in the 1680
residence, and no duplicate weavings, cartoons or designs have ever belmdrectound. The
tapestries have been dated by both the style of their designs as compared to woodcut prints, as
well as by the costumes worn by the figures represented, to sometime between the ydars 1490
15052 The narrative of the tapestries, a myisies anecdote allegedly unique in time, continues

to fascinate while giving nothing away.

On an interesting side note, although all of the documents and portraits belonging to the
Rochefoucauld family at the Chateau of Verteuil were burned during therFRevolution, a
letter kept by the Societe Populaire dated Dec. 2, 1793, encouraged the people of Verteuil to
AExamine the old tapestries. Spare them becau
contain historieg®®

Confounding historians sinteh e t apestri es o rPagotestialolveer y i n
to indicate who they might have been made for
woven aid tied with a cord in a bowknotvhich appear on each tapedfig. 3. The @AAO0 and
A EO0 sorsleowrawithout the cord on a dog collar in the first tapestry. James Rorimer
originally argued that the letters stood for Anne of Brittafyut that theory has been widely
refuted as there is not enough evidence or examples to back up the claim. Fasemaakes a
strong case against this proposal by citing differences in the attire of a figure who Rorimer wrote
is supposed to represent Anne of Brittany hus band, as wel | @50 t he us
without any proof to the contrary many bekethat the tapestries have always belonged to the
Rochefoucauld family. However, there have been no members of the Rochefoucauld family or
Rochefoucauld marriages within the appropriate timeframe that would result in any combination
of the iniEBals AAO0 and

Other propositions for the identity represented by the initials include that they were
woven for Jean and Margeurite La Rochefoucaul
predates the style of the tapestries themselves. Margaret Freemangeindeihce in the
tapestries that could support the claim that the tapestries were commissioned by Margeurite and
her second husband Hardouin IX de Maille based on drawings of other tapestries possessed by
Marguerite®® even though their names do not mateh initials in any conceivable configuration.

There is also the matter of the letters F and R that have been cut out, possibly from another

54 FreemanThe Unicorn Tapestrie206207.

55 FreemanThe Unicorn Tapestried,63.

56 Adolfo Salvatore CavalloThe Unicon Tapestries at The Metropolitan Museum of (Aléw Haven: Yale
University Press, 1998), 17.

57 James RorimeiThe Cloisters: The Building and the Collection of Medieval Art in Fort Tryon Péekv York:
MMA. 3d ed., rev., 1963), 16275.

58 FreemanThe Uncorn Tapestries157.

5 FreemanThe Unicorn Tapestried 65.

50 FreemanThe Unicorn Tapestried63.
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tapestry, and sewn onto the sky of the third tap&&iffese are much more likely to represent

the Rochefoucauldamily, most probably in relation to Francois (died 1541), the son of Jean de

la Rochefoucauld and Margeurite de Barbezf&ubkhere is also a single coat of arms shown on

a dog collar inotihet iiSt amas dyet heoHb@ati dent i f |

Identifying symbols such as initials or armarenot only a mark of ownership, bate
frequently reproduceith tapestrieso establish a relationship betwegmecificstories valuesor
ideas with theownerof the tapestr{* For Julie Codell, reproductions fornpart of our social
and cultural identity, and they are often studied in order to understand the values of both
historical and contemporary cultuf®sAccording to Hellen Roberts, reproductions can tell us
how artists and their works were received andrpreted by their contemporaries and
throughout history, and points out that as material objects, they also become a part of history in
their own right®® For Roberts and Codell, reproductions provide a window into the world, a
means by which we can see amdierstand cultural identity. This approach, while identifying
with Baudrillarddés application of the simulac
what many of Baudrillardbés critics found | ack
approach the reproduction from the O6newd vVvisu
method of communication, transforming it into a new medium and, like Deleuze, a means of
subverting the hierarchies, structures and distinctions that they pesceiliting art history
studies.

However, like the postolonial approach of Timothy Mitchell and the feminist work of
Rey Chow, there are also challenges inherent in abandoning the idea of distinctions or divisions
altogether. For Mitchell, it is the ¥gtern desire to view the worexhibition, a cultural need
for people to distance themselves from their environment in order to picture it objettively

Chowés APostmodern Automotonso, the attempt t
within artistic and historical institutions only causes the further erasure of marginal id&htities
And in the chaos of Deleuzeds simulacrum, art

erased, it is simply ignored. The concern for origins, daegch for beginnings and creators, is an
undeniable drive in the human psyche. Why else would we study history?

51 FreemanThe Unicorn Tapestried56.

52 FreemanThe Unicorn Tapestrieq,70.

53 FreemanThe Unicorn Tapestrieqd,71.

“Marina Belozerskaya provides many exampl es, my favori:t
of Joseph Fleeing for the Wife of Potiptarconvey his rigorous moral standarigrina Belozerskayd,uxury

Arts of the Renaissan¢kos Angeles: The J. Paul Getty Museum, 2005), 109.

%Codell, fASecond Hand | mages, o0 215.
%Codell, fAiSecond Hand | mages, o0 216.
Ti mothy Mitchell, @AOrient alThesArof ArnHistonyddieed fyOdnaldb i t i onary

Preziosi. (Oxford: Oxford Universi Press, 2009), 40923.
%Rey Chow, Post mo @he Arnof Akt idistoryediteddoy BonaldiPreziosi (Oxford: Oxford
University Press, 2009), 36374.
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The recreation ofThe Hunt of the Unicortapestries is the perfect example of our desire
not just to know, but texperienceistory, and | wuld argue that this desire is an effort to
reconcile ourselves with the political and cultural identities of the present. The ultimate purpose
of the commission to reproduce the unicorn tapestries for Stirling Castle was not for the
conservation of theimages or to better understand medievahaissance tapestry weaving,
although those were noble-pwoducts of the endeavor. The purpose was-enferce ideals of
Scottish identity and pride. Particularly important for a country that considers ulaladly
distinct, but politically dependent, the appropriation of imagery that has already been imprinted
on imaginations around the world but is not yet attached to any particular story/author/geography
of origin provides an ideal foundation on whichbtgld a new public understanding of historic
Scaottish culture.

Chapter 1

The Unicorn

To understand the historical significance of the Unicorn tapestries, as well as their
enduring cultural influence, | will first Idoat themyth and representatioof the unicorn itself
through time. Admittedly, | have been seduced by the tremendous volume of lore, imagery and
scholarship about the unicorn, and what began as a brief historical sketch of a common myth has
evolved into a fascinating exploration of a glblegend.

The unicorn is both the product and the progenitdeg@énddrom many different
cultures around the worldly China there is the h-Iin,*®in Africa there is th&ardunn’® and
even Julius Caesar wrote in the first century AD that there were unicorns and other fantastic
animals then living in the deep woods of Germ&nhile the variations between these
creatures sometimes makes us guestion whether they are relatethatealiye three key
similarities: first, they were all an animal that was at one time believed to be real, but that turned
out not to exist. Second, they embody all of the virtues held in the highest esteem by the culture/
religion that believed in them.l third, they all had one horn. For this study | will focus
primarily on the aspects of the unicorn myth that are most relevant to the cultural and religious
context of the fifteentttenturyHunt of the Unicorriapestries, setting asideigins and
tradit ons not commonly represented in medieval
It is important, however, to keep in mind thelghl context of the unicorn legemdorder to
grasp the strange international/ intercultural condition in whichejestries are now embroiled.

89 Jeannie Thomas Parkdihe Mythic Chinese Unicorfvancouver: FriesenPress, 2013), 2.

“Anna Contadini, AA Bestiary Tal e: T-payawandBritith libag,ge o f
or . 27 8 Mygardas.(BRIAB20: 21.

"1 Cavallo,The Unicorn Tapestries at The Metropolitan Museum of ¥9t

t
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The stories of a horn purifying watend a virgin maiden captuneayhave been drawn
from a number ohon-Christian, noAWesternsourcesincorporatingdeeply heldsalues and
beliefs into an evolvinguropean identity? Although these connections are important in
interpreting the iconography of the tapestries, when they are applied to the unicorn narratives as
a whole, their relevance vanishes. Odell Shepard articulated the problem well:

AWe del ve i nt otheavingsn huntyesstand@dndebheraonaection with

horned moon which has had control over poisons since the beginning of superstition. In

all this rather aimless beating up and down one may learn much about the mental habits
out of which the virgircaptue st ory arose, but th€& actual

Like all good stories, the legend of the unicorn draws its history from here and there, from the

hopes and fears and experiences of our collective species. Extending before recorded time the

tales canot be traced to their origins so, despite my best efforts, the limitations of this study
dictate that | must take up the unicornés tra
but mostly leaving its true origins to the fog of human imaginat

The seven tapestries in theint of the Unicorrseries combine both secular and religio
themes common to unicorn legantiroughout the world, weaving a simple yet richly
iconographic narrative. The two most prominent secular narratives of theruaredbased upon
the unicornés ability to purify water or cure
Christian depictions the unicorn is most often seen to be a representation of Christ, and much of
the iconography in the Unicorn tapestries camberpreted through this lens, but these
portrayals follow the secular narratives as well, using their familiar plot points as allegorical
sketches of Christods Iife.

Although it is now common knowledge that the unicorn does not and has never existed,
for many centuries people believed it to be a real creature that roamed faraway lands; it was
distant and elusive, but very mualive. Most of our Western legeas been traced back to
Ctesias of Cnidus, writing in Greece in the fourth centuryBClesias dscribes in great detail
icertain wild asseso that | ive i fPSimilardi a and h
descriptions to those written by Ctesias are
384 BC), Pliny thgoE{@8ADy anNdt Aehbhl ahldst D0On t
Ani mal 236 AD)1®WBere Ctesias acquired his information, considering he was a
fastidious physician scholar who never personally ventured to the wilds of India, can only be
guessed at. Unlike the pure wahgtallion of the tapestries, the unicorn described by Ctesias had a

72 John Williamson appears to find many connections between ancient pagan myths and what the unicorn came to
represent in legend, art and most specifically, intthat of the Unicorrtapestries. John Williamsoihe Oak King,

the Holly King, and the Unicorrirhe Myths and Symbolism of the Unicorn Tapes(i&ew York: Harper and Row
Publishers, 1986).

73 ShepardLore of the Unicorng5.

74 Chris Lavers;The Natural History of UnicornéNew York: Harper Collins, 2009), 1.

S Lavers,The Natural History of Uniams, 1.

6 Lavers,The Natural History of Unicorn<9.
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dark red head, white body and dark blue eyes.
of a horse, the head of a stag and the feetof an elephbnt | e Ael i an adds @t he
All three writers report that the unicorn is extremely strong and fierce. According to many

scholars it is this narrative lineage that accounts for the widely accepted theory that it was the

Indian Rhinoceros, itsapiction altered and perhaps confused with tales of other foreign beasts

that first inspired the myth of the unicofh.

One of the most pivotal moments in the story of the unicorn came during the translation
of the Septuagint from Hebrew to Greek around-200 BC in Alexandria, Egyp® During the
transl ation there was confusion over an ani ma
bull that was referenced in Hebrew but was unfamiliar to the translators. In the context of the
passages inwhichwias used, the Redem was presented as
Whatever their reason (and there has been ample speculation), the translators chose to replace the
characters for ReOem wit RTHslGeskeersiomath®ldwo ul d s i
Testament, supplying us with such expressions
were the st r enfgvudlaterfevolvévath thenChristmm faitb to be included in
the King James Version of the Bible. Thus with one mistatios the existence of the unicorn
would be undeniable for centuries and written indelibly into the most influential narrative in the
world; if God has the strength of a unicorn, so the faithful should believe in unicorns.

Christian appropriation of thenicorn may for the most part be credited to the Septuagint,
but as is argued by John Williamson, the role of other-EBalmpean religions and cultures in
constructing the religious and cultural iconography of Western European medieval art cannot be
overlooked. The next most important text identified in the dissemination of the myth of the
unicorn throughout the world is tii#hysiologusa collection of articles originally written in
Greek between the second and fourth centuries AD by several unknowrsgaftenr presumed
to be early Christians from Alexandria). The Physiologus combine€imistian allegory and
moral fables with observations on the natural world and was one of the most popular books in
medieval Europé? If the Septuagint reassertedteuc or n6s aut henticity, t
had the privilege of documenting important characteristics of the beast for the faithful not lucky
enough to have encountered one. Nothing original remains of the first Greek Physiologus
manuscript, but it was g@opular that is was not only translated several times in Latin, but into
many other languages including Arabic, Ethiopic, Icelandic, Old and Middle English, R¥fssian.
Over time, passages from the Physiologus were embellished or abandoned to becomé medieva

" Lavers,The Natural History of Unicorn§2.

8 Lavers,The Natural History of Unicorng,.

® Cavallo,The Unicorn Tapestries at The Metropolitan Museum qf 24rt

80 | avers,The Natural History of th Unicorn 50-56., ShepardThe Lore of the Unicorm244.
81 ShepardLore of the Unicorn41.

82 ShepardLore of the Unicorn46.

83 | avers,The Natural History of Unicorns5.
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bestiaries, prized illustrated manuscripts offering practical and moral explanations of the nature
and purpose of the real and mythical animals of the known world.

Prophets and Lovers

It is through the bestiaries that one distinct unicorn legend begarneularly
fashionable. By all accounts, secular and religious, the unicorn is characterized as the fiercest of
all Earthly creatures and can only be captured by a virgin maiden. Although details differ from
one bestiary to another, all confirm that aman must wait in a location the unicorn is known to
frequent, and when it sees the woman the fierce animal becomes docile and falls asleep. Only
then can a hunter capture or kill the unicorn landg him to the King or Queeit.remains a
mystery as to wpand how this strange hunting story became attached to the unicorn but by
about the twelfth century AD it is deeply entrenched as a popular artistic subject throughout
Europe. The theme is often referred to as the
dominant interpretations, one religious and one seétilar.

In a Byzantine psalter from 1066 AD an elegant woman appears to blessli&egoat
unicorn with a curved horn in an image me@gymbolize the Incarnationigf 4).8° As
Christian allegory, the uoorn is a symbol for Jesus Christ and the maiden represents the Virgin
Mary who draws the unicorn to/ through her womb and into the mortal world. In earlier
illustrations like the one in this psalter there are no hunters, but over the next two centuries
varying numbers of male figures are introduced who lead the maiden to the appropriate location,
lie in wait for the unicorn, and then attack him once he has been subdued. The hunters are written
about in most versions of the Physiologus and in Christiagarife¢hey are interpreted as either
the enemies of Jesus who will deceive him, or
dispatching the unicorn (Jesus) to the King (God). The hunters are often illustrated in a series or
a combination of an illustrath of thelncarnationand thePassiorf® A tapestry altar frontal in
Gelnhausen from about 1500 (F&y.adds an interesting twist. In this scene the hunter represents
the angel Gabriel who is trumpeting thieHai |l , Ma
Virgin Mary holds onto the horn of Jesus the unicorn. Instead of the Incarnation this version is
meant to represent the Annunciatfdn.

Laying aside the scripture and the parables, it is easy to imagine how a story about a
maiden subduing (seducing®Jierce beast who wields a large, magical horn on its forehead,
mi ght al so become an all egory ofé | ove. Il  men
bestiary to another, and the most interesting variations are the methods by which the maiden

84 ShepardLore of the Unicorn47.

85| avers,The Natural History of Unicorng4.

86 | avers,The Natural History of Unicorns’7., Odell Shepard,he Lore of the Unicori9.
87 FreemanThe Unicorn Tapestrie$0.
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attracs her prey. In a Syriac translation of the Physiologus the capture of the unicorn is described
as follows:

fiThey lead forth a young virgin, pure and chaste, to whom, when the animal sees her, he
approaches, throwing himself upon her. Then the girl offienshier breasts, and the

animal begins to suck the breasts of the maiden and to conduct himself familiarly with

her. Then the girl, while sitting quietly, reaches forth her hand and grasps the horn on the
ani mal 6s brow, and at ptamditake the bgastdanddgolaway hunt s
with him to the kingy®®

There are also translations in which the maiden must be naked, and some which require the lady
only to be beautiful, saying nothing about her cha&tiBoth Odell Shepard and Margaret
Freemannoteqi t € bl untly that, regardless of her st
the unicorn is not the behaviour that would normally be equated with the pure Virgin NMother.

This odd contradiction did not appear to bother anyone at the time and visual depictions of the
Mystic Huntvary greatly by geographic region. There are in fact several works of art from the

fifteenth and sixteenth centuries that appear to follow the msceral version, two such
examples are the tapestry AW | d Wg®amawi t h Un
medal for Cecilia Gonzaga of Mantua (Piskm, early fifteenth centuryid. 7).

With the rise in popularity of the less pious intetptiens of The Mystic Hunt of the
Unicorn, a growing interest in the ideals of courtly love, and a declining belief in their actual
existence, the unicorn began its most radical transformation from a rare and authentic living
being, to a popular myth. IniRc har d deBé&®otir aii n #gomdhe thirteenthr
century, the hunter comes to symbolize O6Lovebd
is the love®! The fifteenth century saw the production of French jewel boxes bringing together
the ymbolism of the unicorn with romantic images from the stories of Sir Lancelot or Tristan
and Iseulf? as well as marriage gifts, such afifi@enth-century majolica dish made for the
marriage of Matthias Corvinus (144D490), king of Hingary, and Beatrinf Aragon (fg. 8),%°
and a Florentine engravimndarietta (1465-80) in which the maiden is preparing to buckle a
collar to the neck of the blissful unicorfig( 9).%4 These objects were created alongside romantic
and sometimes erotic poetry that was meant to emphasize the chastity of the maiden and the
fidelity of the unicorn to the maiden, his love.

88 | avers,The Natural History of Unicorng1.

89 | avers,The Natural History of Unicorns34.

% FreemanThe UnicornTapestries21, Odell,The Lore of the Unicorm9.

% FreemanThe Unicorn Tapestriegt5-46

92 FreemanThe Unicorn Tapestriegt6

®Al ain Truong, AExhibition on wuni cHBammnsi vienr sveerdyi eovfa | T haen dC
http://www.alaintruong.com/archives/2013/07/17/27657452.html
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What Use Are Horns?

The most important physical feature of the unicis, of course, the singular magical
horn in the middle of its forehead. But descriptions of the horn itself have varied greatly with
regard to size, colour and texture. According to Ctesias, unicorn horns were pure white at the
base, black inthemiddle and fvivid crimsono at the tip. A
completely black with natural spirals. Both are at odds with the pure white spiraled horn
favoured in Europe from the late Middle Ages, and with which we are most familiar today. The
differences in the interpretations of the horn may be the result of contemporary regional trade, as
the chroniclers themselves were presented with animal horns by enterprising hunters and traders
who proclaimed them to be from a real unicorn. Descriptionseofihicorn horn often correlate
to the natural habitats and historical trade routes of other known horned animals such as the
Arabian oryx(black with spiraled ridges)i@. 10), and the narwhal (a white tooth with spiraled
ridges) (ig. 11).%°

In lateMedieval and early Renaissance courts across Europe unicorn horns were given to
or acquired by the wealthiest royals, and rumours circulated that buyers were willing to pay ten

ti mes its weight in gol%Sofcanvinced and geddantwase nt i ¢ 0
European society on the value and legitimacy of trade in unicorn horns that even after Ole
Wur m, Regius Professor of Denmark, expressed

recognized at the time as belonging to a unicorn were actually alaeth, that it took another
hundred years or so for their commercial trade to di€’dRécords show that King Charles |

paid 10,000 pounds for his unicorn h8fmnd today many historic houses and museums still
display the horns and vessels that wareegprized as the relics of the rarest of creatures. Noting
the obvious impossibility of providing proof that a particular horn came from a real unicorn, it is
curious why anyone would pay such a high price for what appears to be a relatively useless and
dull object. Unless, of course, the object was said to impart some magical power to its owner.

Most tales, though not &f| indicate that unicorn horns hold special properties. The horns
that were alleged to be from a unicorn were, in cultures from Iréta@thina, often made into
drinking vessels because it was believed that those who drankhfeomwould be immune to
poison'® As the unicorn horn trade proved more and more lucrative, powdered versions
appeared and were sold as ealls to anyone who codlpay. Although now extinct in China,
archeological evidence suggests that the rhinoceros was once quite common there and ancient
books on Chinese medicine proclaim powdered rhinoceros horn to be effective in reducing

9 Lavers,The Natural History of Unicorns30.

9 Lavers,The Natural History of Unicorn®94.

97 Lavers,The Natural Historyof Unicorns 99.

98 ShepardThe Lore of the Unicornl13.

®AThe abbess Hildegard recommends the use of wvarious p:
does not menti on t helhelUoicom TapestegR7.gar et Fr ee man,

100 Margaret Freman, The Unicorn Tapestried4., Chris LaversThe Natural History of Unicorns31.
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fevers'®* Rhinoceros horns continue tylto be prized for their curative properties for various
ailments in China and much of Asia, and are allegedly a means of detecting alkaloid poisons as
well.1%2 Again, impotant aspects of the unicorn legeaqapear to originate from the rhinoceros, a
real and welkknown animal. But do these connections offer true insight into the unicorn myth or
is the centuriesld illusion still just leading us down the garden path?

By recounting another metaphiaden story, the Greek Physiologus offers further
explanatm of the wunicorndéds poison neutralizing ab
poisons a watering hole so that no animal can drink from it, but then the unicorn dips its horn
into the water and the water is made pure atfdi@ombining ancient Easte medicine with the
imagery of a treacherous snake and the singular noble beast purifying-theifitelake, this
particular narrative is conspicuously well structured to insinuate that the unicorn is a
representation of Jesus Christ but, strangehgwer became a popular subject for visual or
literary endeavors. A few religious interpretations exist, such as an altarpiece by Hieronymus
Bosch {ig. 12) from the early sixteenth century showing the Garden of Eden, with the unicorn
purifying the watern the backgroun® For the most part, the water purifying virtue of the
unicorn is subordinate to his admiration of young women.

As previously discussed, the seventeenth century saw the beginning of the demise of
trade in unicorn horns due to the revelatibat horns being sold were from a sea creature and
not a terrestrial unicortf® Aside from the undesirable commercial repercussions, the impact of
the rather embarrassing revelation was slow to take hold, because there was a common Christian
belief at thetime that every animal in the sea had a coupéet on land®® Traded in different
forms throughout the world, smalled unicorn horns eventually became a collectable item,
something to possess and wonder atedbythasaib br i an
early modern Europe was viewed as an authentic object and part of a larger myriad collection of
naturaliaandartificialia while the unicorn as collected today is recognized as inauthentic and is
often part of a collection of analogous abje 87 Thie separation of the unicorn from its horn
emphasi zes how the strength of the objectods a

Though I will return to the subject in a more focused capacity later in my study, the use
of unicorns in Euspean heraldry marks another milestone that is undervalued in the history of

101 Jeannie Thomas Parkdifie Mythic Chinese Unicord02.

102 There has been a recent spike in demand for rhinoceros horns especially in Vietnam, allegedly owing to a
politician who declared that the powdered horn cured his ca@egmn Guilford, "Why Does a Rhino Horn Cost
$300,000? Because Vietnam Thinks It Cures Cancer and HangoMeesAtlantic May 15, 2013. Accessed May 3,
2014.http://www.theatlantic.com/business/archive/2013/05Adbgsa-rhino-horn-cost300-000-becausesietnam
thinks-it-curescancerandhangovers/275881/.
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the unicorn. The unicorn has been used in heraldry mostly in Western Europe from around the
beginning of the fifteenth century, however there is no certainty as to why. Bothr&hapa
Freeman make a tenuous connection between the
and the supposedly common use of poison in medieval Efoytich, to me, is a completely
unsatisfying response. To start with, it was notyadave seenhe purifying legendhat most

captured the imaginations of artists and imagkers. Yes, unicorn horns could be absurdly

expensive, but | would argue that it was as much their status in relation to the image of the
virgin-loving unicorn as their soalled medicinal properties that made them valuable. The

unicorn also represented all of the chivalric attributes; he was strong and fierce, yet devoted and
gentle toward beautiful women. Freeman usesthedee of Bor s7d) (id.dFE¥t e (141
as her onlyexample of the use of the poismpelling unicorn, but even here the imagery is

confusing. The animals appear to be conducting their usual business even as theolimgyy

unicorn dips his horn into the water to purify it, leading the viewer to wahdéethe unicorn

may be the villain of this story.

Margaret Freeman argues that the unicorn presented athdfamous set of unicorn
tapestriesThe Lady and the Unicofii®are used as a heraldic device, a mere support for the
banner of the Le Viste faity. 11! The series of six medieval tapestries have been a part of the
permanent collection of the Musee National du Moyen Age, formerly called the Musee de Cluny
in Paris since 1882, and are believed to have been woven in the late 1400s for the French Le
Viste family because all of the tapestries bear their family sHigld1@).112 These tapestries do
not bear any resemblance to ttent of the Unicorniapestries visually or narratively; five of the
Ladytapestries are believed to be allegories of the fviseas and the sixth is woven with the
inscription AA Mon Se ul Theeusidom i placed ogposite theljon o n | y
in each of these tapestries and is never focus of the piece, but appears as a companion to the
Lady who is literally at th centre and is the largest figure of every tapestry in the series.
Although the exact origins of this tapestry series is also a mystery, the most common
presumption is that they were commissioned for a martidge.

No documented explanation has been disax/éor the use of unicorns in heraldry and
there seemed to be little interest in this line of research. The use of the unicorn as a heraldic
device disconnects him from previous unicorn conventions; he is no longer a sacred image of
Christ, but an animathe equal to a mortal lion. Becoming further detached from its religious

108 FreemanThe Unicorn Tapestrie$1.

109 FreemanThe Unicorn Tapestrie$0.

110 These tapestries are often mistaken forHhat of the Unicorrtapestries and vieeersa. Both sets appeared in
the Harry Potter movies (www.harrypotterplaces.cond) afiictional account of the weaving of thady and the
Unicorntapestries written by famed art historical fiction writer Tracy Chevalier was released in 2004. Tracy
Chevalier,The Lady and the UnicrofiPenguin Publishing Group, 2004).

11 FreemanThe Uniorn Tapestries63.

112Kim Willsher, "Lady and the Unicorn Tapestry Brought Back to Lifehe Guardian December 28, 2013.
Accessed May 4, 2014. http://www.theguardian.com/world/2013/dec/28&lladlynicorntapestryrestored.

113 FreemanThe UnicornTapestries65.
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iconographical importance, the image of the unicorn can be manipulated to project whatever

quality is desired, purity, strength, love. Although heraldic conventions ensured thyg dighi
relative uniformity of the unicorndés appear an
removal of the unicorn from its traditional narrative trappings.

Nearing the end of the nineteenth century there were still thossemnohedprotestimgy
that unicornglid, in fact,existin the world. They were not the Christian faithful or the lovesick
courtiers of earlier times, but explorers and scientists seeking knowledge and famdéyanen w
wanted to know where the legecame fromt!® Africa was considered the last uncharted
wilderness in the world and so if a unicorn was going to be found, it was assumed it would be
found there. Of course, no unicorns were found in Africa, then or since, but as the cradle of
human civilization it is [@asing to think that the search may have indeed returned us to the
origins of the unicorn myth.

Arguing against a longeld belief in the scientific community about the structure and
development of the skulls and horns of cattle, in 1933 an Americamgisiolamed Franklin
Dove created a unicorn. Do v e éday okl Aymshite bull b ut del
resulted in the animal growing one large horn in the middle of its forehead, thus bringing a
mythical creature to lifé!® But what if Dove was riathe first to haveperformedsuch an
experiment? Research conducted by Dove himself, quoted by Lavers who then discovered
further descriptions, told of a rural African practice of manipulating the horns of oxen to produce
various unnatural arrangementslirding the creation of one large horn in the middle of the
forehead:!” Could this have been the animal that started itlakie authentizinicornin fact an
ox? Although it is highly unlikely, the idea mirrors the more probable reality that the upicorn
passed down and reproduced throlegifend and mythwascreated by generations of human
dreams and mistranslations.

I n her thesis fAUnicornucopi ao, Deirdre Pon
fascination with the image of the unicorn tod&Although in popular culture the unicorn is
now often illustrated as a fantastical creature, coloured pink or purple and accompanied by
rainbows, its popularity remains evident. Even in the gift shop of the Cloisters Museum (The
Hunt of the Unicorn Tapes#éis are considered its most popular exhibit), the merchandise is
predominantly related to anything unicéras represented in the tapestries as well as the kitsch
version of Saturday morning cartoofig(15) . Wer e it not for icalkhe wunic
subject, would the tapestries themselves, though admittedly of extraordinary quality, be just one
among many hunting tapestries? The uniqueness of the narrative, as well as the scale and quality
of the actual tapestries, are a part of why the Unitappastries are so popular, but | would argue
that it is the awe and mystery of the unicorn itself that continues to demand our attention.

115 avers,The Natural History of Unicorn06.
116 avers,The Natural History of Unicornsl97.
117 avers,The Natural History of Unicorn204.
8pontbriand, AUnicornucopia, o 15.
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The wonderful/horrible thing about a myth is its uncanny ability to resist classification.
People from vastly differgrcultures, and socieconomic backgrounds from around the world
could today all identify a unicorn, presented as alwre@ed, horsdike creature. And yet, not
one of these individuals could attest that their recognition of the animal was based difea real
encounter with the magical beast. From ancient Chinese texts on justice, to Greek and Roman
philosophy, medieval bestiaries, and the Bible, so convincing and pervasive has the myth of the
unicorn been throughout history that it was not until the tisémcentury when, after
60di scoveringd every corner of the Earth, most
our natural world® Explorers, scientists, and scholars of various disciplines have sought to
unravel the history of the mytind lgendof t he wuni corn by defining w
have been its inspiration, but as Odel |l Shepa
actual wunicorn é he cannot possibly be so fas
dreaned and thought affd written about hi mo.

Il n Pet er S.Th8las gnicerrdvemmmy &aortenh captures the last unicorn

in the world to put her o'inthe ol anlythdsewhd e r i Mi
believe in a real unicorn can seeeal unicorn, and so Mommy Fortuna must use a spell to create

a fake horn on the fAwhite mareo that everyone
unicorn, fADid you really think that those gog
me? No, | lad to give you an aspect they could understand, and a horn they could see. These
days, it takes a cheap carnival?Thérdianold o make
adage that says fAseeing is bel hebelevingtbat but i n
comes first.

In the next chapter | will turn towards the history of tapestry weaving and then more
specifically to the Hunt of the Unicorn tapestries. The creation, history and treatment of both the
original and reproduction tapestriediink the myth of the unicorn with the material reality of
reproductions today.

119 avers,The NaturalHistory of Unicorns 194.
120 ShepardLore of the Unicorn21.
121Beagle,The Last Unicorn22.

122 Beagle,The Last Unicorn38.
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Chapter 2
Tapestry

Tapestry is the weaving by hand of weft threads, made of various materials and colours,
onto a loom of warp thread, to produce a patterned teXtilere are two primary types of
tapestry; high warp tapeyg is woven on a vertical loopand low warp tapestrg icreated on a
horizontal loom'?3In this paper | will focus on the methods and history of the high warp loom
because that is the process by whitereproductiorHunt of the Unicorriapestriesvere
createdt?* The European high warp loom uses two wooden rollers that are arranged horizontally,
one at the top and one at the bottom, which are supported by two uprights. The sturdy warp
threads, usuallgf wool or linen, are then wound onto and fixed to the rollers, and the warp is
divided into separate sheets or series by positioning alternating warp threads further back than
the others. The weaver then passes the weft, the coloured thread thaiawgltiveemage,
between the front and back warp threads. The back alternate wansthreattached to a
heddle rogdwhich enables the weaver to then pull the entire back series of threads to the front
and to weave the weft threads over and under the thisgpds in the opposite direction. To
ensure the warp threads are covered, the weaver will use the pointed end of the bobbin, or a
comb, pushing the weft threads down on the finished work. The weaver works from the back to
the front, usually with severatleavers working on the same tapestry at dfte.

It is unimaginable that the large and complex tapestry works we so admire would be
created without a kind of template, and thus full scale cartoons were employed for the weavers to
copy from. Margaret Freemanr i t es, AThere are no des<ription
century weavers employed the cartoons in copying the de®itjisit goes on to speculate that
the cartoon was likely hung behind the weavers who would turn their heads to refer to it.
Madeleine Jarry explains how the outlines of the image from the cartoon were transferred onto
the warp threads directly and the cart@self was mounted behind the weavers, who used
mirrors the check the work as they progres€édnd then Phyllis Ackerman and Dr. G.T. Van
Ysselsteyn further confuse us by stating that the cartoons were mounted behind the loom so the
weavers would be loakg directly at it as they workeld® this method was allegedly used for

123 Jarry,World Tapestry, 343.

124 Although most tapestries of the time in Brussels were created on the vertical loom, it is uncertain whether the
original unicorntapestries were created on the vertical or horizontal loom. Adolfo Cavallo believes that they were
created on the horizontaddm, Cavallo,The Hunt of the Unicorn Tapestrijeg9.

125 Jarry,World Tapestry343, "Heilbrunn Timeline of Art History." How Medieval and Renaissance Tapestries
Were Made. Accessed May 4, 2014. http://www.metmuseum.org/toah/hd/tapm/hd_tapm.htm.

126 FreemanThe Unicorn TapestrieR07.

127 Jarry,World Tapestry343,"Heilbrunn Timeline of Art History." How Medieval and Renaissance Tapestries
Were Made. Accessed May 4, 2014. http://www.metmuseum.org/toah/hd/tapm/hd_tapm.htm.
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low warp weaving?® but it is also the method currently being used on the high warp loom by the
weavers at Stirling Castle to complete the reproduction tapestries. | believe thasgide

even probable, that the process of translating the image from the cartoon to the loom was
influenced by the preferences of the weavers, the conditions in which they were working and the
resources at their disposal.

The cartoons themselves, crehby artists and not weavers (though here too there are
exceptionsy’, do not seem to be of any standard form. Some were drawn on paper, but those
deteriorated quickly. Documents reveal that some artists, such as Rubens, provided conventional
paintings of @émpra and later, oil on canvas, that were not produced with specific consideration
of the challenges of the tapestry meditiiThese oil sketches would have to be transcribed or
re-interpreted. On the other hand, Aldolfo Cavallo writes that painters wonidtanes paint
onto fAia fabric with a pronounced horizontal r
of true t al{ sushtpainted haagingsevére often used in place of the real tapestry,
until special occasions, in order to reduasawon the expensive woven artifattWhile painted
replicas may have implications for forgery, it would be difficult not to notice the difference
between a woven image and a painted one, no matter how skillfully done. Furthermore, as
popular tapestry carbns were often rased, it would be the interpretation of the weaver who
would lend the image its final character. Since both weavers and cartoon artists remain largely
anonymous, the craftsmanship, mater ieatititg. and i

Although tapestry can be employed for many different purposes, to create useful items
like clothing and blankets; the medium is chiefly associated with granehasadjings of the late
Medieval and early Renaissance periods. It is true that Madied Renaissance tapestries
could perform the practical function of insulation in a drafty castle, however, the delicacy and
expense of the materials as well as the extraordinary craftsmanship used to produce what we can
confidently describe as works aft, all but overrules the pragmatics of their use. Easily
transported, versatile and very expensive, these tapestries were the ultimate status symbol,
uniquely tailored to repre®¥%ent the owneros vi

From the Beginning

Like the unicon, the origins of the art of weaving extend beyond our documented
history. There is evidence of weaving practices around 2000 BC in Egypt, by the ancient Greeks,
inPreCol ombi an Per u asuthpestty, wa/bn imsik, wahdeveltpéddrom

129 FreemanThe Unicorn TapestrieR07.

10 FreemanThe Unicorn Tapestried 76.

131 Jarry,World Tapestry189.

132 Cavallo, The Unicorn Tapestries at The Metropolitan Museum of 80t

133 Cavallo, The Unicorn Tapestries at The Metropolitan Museum of @0t, Margaret Freemaifihe Unicorn
Tapestries207.

134 Belozerskayal.uxury Arts of the Renaissandg2.
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about the eight century'®® Unfortunately, because of the delicate nature of textiles and the wear
and tear of their regular use, little or nothing remains of the earliest examples from most parts of
the world, except for some woven fabrics from EgyptianRedivian tombs that have been well
preserved due to the extremely dry conditibfisVVe are aware, however, of the importance of
weaving from various myths, epic poetry, and painted depictions of weavers andiboms.

Phyl lis Acker man a pdelised se farback ia the histdrg af umanigy thet a
almost every people has attributed its invention to a goddess who remained the utmost mistress
and patron of the art, but its earlie®t histo

One of he most welknown stories is that of Minerva and Arachne, found in book six of
Ovidos Metamorphoses, written around the begi
tells of a challenge between the goddess Minerva and the mortal Arachne, who taagdhat
she was more skilled than the goddess. Here the loom is described in great detalil:

Al mmedi ately they both position themselves
threads, for the warp, over twin frames. The frame is fastened to #sbeam; the

threads of warp separated with the reed; the thread of the wetft is inserted between, in the
pointed shuttles that their fingers have readied; and, drawn through the warp, the threads

of weft are beaten into peéeadPe,ostruck by t

The specifics here are uncannily similar to the later European high warp loom, and further
research would no doubt uncover more about the translation as well as possible correlations of
the myth with popular medieval ideas about tapestry. What mterests me is the portrayal of

the weaver as a skilled artisif. 16). Luther Hooper argues that the Greeks and Romans tended
to romanticise weaving as a feminine domestic skill, but that the Romans regularly used slave
labour for producing theiextiles4°

Whether high warp tapestry was performed in Europe before the time of the first crusades
we do not know, but it is theorized that the discovery of dazzling textiles woven with silks from
the Persians seemed to inspire those who returned feanmhtily journeys. Like th&rajectory
taken by the legendf the unicorn, so far as we can discern, the practice of modern high warp
tapestry weaving moved from East to West around the ninth century of the Chrisfi&n era.

Again, no tapestries remain fraims early period and primary sources are wanting, though it is
probable that weaving was practiced at least on a domestic scale. It is not until the fourteenth

135 Jarry,World Tapestry9.

136 Jarry,World Tapestry16.

137 Luther Hooper, "The Technique of Greek and Roman Weaviig"Burlington Magazine for Connoissedi&

no. 95 (1911): 27®4. Accessed January 30, 2015. httpasw.jstor.org/stable/858660.
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century that tapestry begins to appear as a commercial art, and with it, the challenges of larg
scale productions.

Not wunli ke the painteros studios of Renais
kind of &édmassd manufacturing, generating a | u
artists and various other specialized and general laborers. Paris aatyazentre for textile
production and documents reveal that in 1302 regular tapestry weaveasi®tisseurs
belonged to the guild of Tapissiers Sarrazionois. The original meaning of theapesserie
sarrazinoises still unclear, but Phyllis Ackenan assures us that the guild statutes forbid
pregnant woman from working &spisserie sarrazinoiskest they injure themselves, which she
believes is more likely when using the horizontal, or low warp I§8ighlighting the
difficulty of establishing &lear history of tapestry weaving in Europe, Madeleine Jarry, whose
book AWorld Tapestryo was published in 1968,
regulating tapestry is from Tournaiin 13¥8whi | e i n her book fATapestrr
Civilizatono (1933) Pyllis Ackerman states that the
regarding tapestry dates from 1377Whether we attribute the discrepancies itaanting the
facts to flawed academics or conflicting evidence, it reinforces the uncgsaihtwhich we
interpret the past.

For a tapestry studio to be productive it needed access to both materials and patrons. One
of the earliest successful studios, after Paris, was built in Arras, Northern France, as it was
already a wealthy trade city aadistic centré® At Arras, many of the most precious threads,
such as silk, would have been impotté@nd without the investments of the wealthy the studio
would not last long as it was the manufacturer who paid the costs up front, not those who placed
the orders*’ As a result of the seemingly constant warfare, religious reformations and
persecutions, and altering royal alliances of the fourteenth century, skilled weavers were soon
seeking greener pastures in centres such as Lille, Mantua and even Roeneebires such as
Ghent, Tournai and Brussels rose to prominence by the end of the fifteenth é&htury.

As to be expected in such a highly skilled, luxury trade, the rise of guilds with codes of
conduct and laws governing the industry became more arel coorplicated. Around the year
1448 (again there are inconsistencies in the #te@mpestry weavers in Brussels formed their
own corporation and in 1451 their st are recorded. It seems in Brussels there were strict
rules governing not only who calibe a master weaver, but also the working hours and how

142 Ackerman,Tapestry The Mirror of Civilization312.
143 Jarry,World Tapestry54.

144 Ackerman,Tapestry The Mirror of Civilization313.
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147 Ackerman,Tapestry The Mirror of Civilizationl4.
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many apprentices a master could empf3y.ate in the fifteenth century the weavers of Brussels

were in a dispute with the cartoon designers as the weavers had begun to design their own
cartoons. Doaments indicate that it was finally agreed that the weavers would be allowed to

draw Atextiles, trees, boats, animals, and gr
or correct the cartoons t héhihiewovdpoveibwéadnin char
the beginning of concerns regarding artistic authority and ownership.

As the fame and price of the Brussels tapestries grew, so did the formalization of the
wor k hierarchy and of the studi otatednotengthe f or p
rights and responsibilities of the master and apprentice weavers, but the rates of pay for different
aspects of the work. There is some evidence that weaving flesh and faces were more highly paid
tasks than work done on landscape anduros as it was considered more delicate weflAs
the previously discussed agreement between weavers and cartoon designers in Brussels subtly
implied, there was certainly some animosity between the two professions. By all accounts it was
standard practicthat the cartoons became the property of the weavers or manufacturer upon
delivery, and workshops would-tese cartoons often for popular works and even sell them to
other workshops or wealthy collectdrsIn 1528 a new regulation was enacted in Brussels
requiring each tapestry produced there to include the Brussels Brabant, a red shield between two
l etter Bobés, in thefighMPders of their tapestrie

The inclusion of a tapestry studio or weav
produced in tB Low Countries after an edict issued by King CharlesVin1%Bhese 061 ogos
became symbols of quality and status, not unlike the-éinghfashion brands we see today. In
her huxarkArtsiof the Renaissaice Mar i a Bel oz er s kyaipmahicd i s c us s
a weaver could make their mark on a tapestry,
by Ercole d6éEste and then Cosimo i deofidedici,
18),1%% a practice she says was common at the time and provided the dual functions of
authenticating and advertising a weaveros wor
standardized labelling was to thwart potential forgeries, to protect the qualityti@potahe
workshop and the resulting monetary value of their tapestries. Although a few scholars make
brief mention of an incident involving fiunscr
century!®’| have not found any verifiable facts on the matféith such known identifiers it is
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7" Triumph of the Eucharist Series. From Bozzetti to Tapestries," Triumph of the Eucharist Series. From Bozzetti
to Tapestries, Accessed January 30, 2015, http://ringlingdocents.org/rubens/monograms.htm.
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reasonable to question why the origins of so many of the tapestries left to us today remain a
mystery.

Tapestries were a fantastic medium for the rich and powerful to define their spaces and
express themselves. They adedmot only the grand castles and houses of the time but also
travelled with their owners to celebrations and wars, reinforcing pertinent ideologies and
messages. Documents prove that Charles of Burgundy, for example, brought a tapestry titled
Triumph of Gesarto war in 14761477 (fig. 2).1°8 But the narrative and iconography presented
in the tapestries were only a part of the statement, and these could be easily reproduced by
recycling the cartoons. The size, materials, technique and workmanship all cicatedithe
weal th and st at u-seveoih medievaldipes, she medions coudvoa tber
message. A work woven in silks with silver and gold threads might only be brought out for
specific occasions or festivals, or to honour a special guesg e wool cartoon or another
lesser valued tapestry stood in for regular use. Not only did this practice minimize wear on the
expensive materials it also gave the tapestry an aura of power. Today we are used to being able
to see objects located anywhearghe world whenever we want with the click of a mouse or the
tap of a screen, so it is difficult (if not impossible) to understand what it would have felt like to
see one of these magnificent tapestries for the first time. Imagine the impact of such an
experience and the influence of the individual in possession of that power.

While it is important to study the well documented commissions designed by famous
painters for kings and queens, it is skgighted to assume that the vast quantity of tapestries
recorded in the inventories of wealthy fifteenth and sixteenth century households were all
unique, personally commissioned works. Making the point that luxury tapestries were first and
foremost artifacts of social and political influeftBelozerskaya deonstrates that tapestries,
both new and used, were also readily available at markets, like the gallery she describes in
Antwerp that was specially built to display large hangit¥§&xamples of the personalization of
nornrcommissioned tapestries can be seesome of the remaining hangings we have today;
AThe arms of Bohier and his wife have been re
indication of a premade hanging person@lized
Just | i kiegqu eordeasys, 6 6wans valued so far as it mair
influence of the object or owner but was readily discarded when financially or politically
advantageous. In short, tapestries were the perfect branding tool; the owner could exert full
control over the size and substance of the audience as well as the reproduction of the
image/message itself.

158 Belozerskayal.uxury Arts of the Renaissanc0.

159 Belozerskayal.uxury Arts of the Renaissances?2.

03 . B., ATwo Tapestries Wo vieeMetopolitadiMuselen ofiArt Budletiitl@10)n e mak er
31, accessed February 2, 2015, http://www.jstor.org/stable/3252913.

161 Belozerskayal.uxury Artsof the Renaissancé?25.



29

Even if today we do not see cartoons as copies, the need for proprietary rights and their
careful reuse proves that unique, matbeorder workswvere not the only or even perhaps the
most profitable work for the tapestry studios of fifteenth and sixteenth century Europe. The
practise of weaving identifying marks into the tapestries is a reminder to us that, in the end, it
was the skill and resporulity of the weaver to translate the image from the cartoon to the loom.
Without the cartoons to compare them against it is impossible to know how much artistic liberty
was taken by theveaver in a particular tapestifjt is a true copy or an imaginag
interpretation.

The History of the Original Hunt of the Unicorn Tapestries

As discussed earlier, there are no known records concerning the commission, creation or
original owner of théHdunt of the Unicorrtiapestries now at the Cloisters. Based orstjie and
guality of the imagery, as well as the fashion of the figures and the plants, scholars have mostly
agreed that they were created sometime between 1495 and 1505 in one of the major tapestry
weaving centres such as Paris or Brus$élEhe earliesmention we have of the tapestries is in
an inventory made in March of 1680 detailing the contents of the Paris town house of the late
Francois VI de La Rochefoucauld. The 1680 inventory, made shortly after the death of Francois
VI, records a set of seveaptestries depicting a unicorn hunt, valued at 150 Livres, their
measurements roughly matching with those of the tapestries exhibited at The Cloisters today.
The tapestries appear again in 1728, in an inventory following the death of Francois VIl de La
Rohefoucaul d, at t he ¥8yir28théisventoly descebesithei n Ver t e
tapestries as halforn out and ripped, five were displayed in a bedroom and the other two were
in a storage room, and they were valued at only 45 Li¥f&he two invendries tell us that
sometime between 1680 and 1728 the tapestries were moved and had suffered a good deal of
damage.

Although the de La Rochefoucauld family escaped to England, and later the United
States, the chateau Verteuil was looted during the Rei@erodr in 1793. Interestingly,
documents reveal that the Committee of Publi
these old tapestries. Respect them bec®¥use t
and the unicorn tapestrieswereaved from compl ete destructi on.
Rochefoucaulds began searching for and purchasing back their lost property. By another stroke
of luck, the unicorn tapestries were reported by a local woman whose husband had been using
them to covevegetables in their barn, and by 1856 the tapestries had been restored and placed in
a salon of the chateatf Most of the incongruous elements of the original tapestries, such as the

c
h
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missing AE in the lower leftorner of the seventh tapestayeattributed to these restorations,
though no records remain of exactly why and to what extent the tapestries were'$ltered.

During the nineteenth century a few privileged French writers recorded their impressions
of the tapestries, always in glowing prai$bough the tapestries had been worn and repaired,
they maintained, it seems, their ability to inspire awe and admiration. In 1888 historian Xavier
Barbier de Montault wrote about the unicorn tapestries and specified that one was more worn
thantherestah t hat one fragment had BBwlal2fherepartssf or m
describe only six magnificent tapestries at the chateau Verteuil and do not mention any
fragments.

In 1922 Comte Aimery de La Rochefoucauld allowed art dealer Edouard Lancade
exhibit the six tapestries at the Anderson Galleries in New York, where John D. Rockefeller Jr.
vi ewed and purchased them. The tapestries hun
New York City home from 1923 to 1937, when they were transfeoréte newly built Cloisters
Museum in Fort Tryon Park® An article in the New York Times published on April 4, 1935,
announces Rockefellerds donation of the six u
addition ever made to the Cloisters eott t i’ORockedeller not only donated the tapestries but
also financed the entire construction of the new Cloisters Museum (previously located at 698
Fort Washington Avenue) and donated the four acres of land on which the new museum was
built. According b a statement by George Blumenthal, then President of the Metropolitan
museum, Rockefellerds plans for the new museu
on his mind since 1930 when he reserved the four acres for that purpose frorsia &fte
tract of land he donated to the city for use as a Park.

During construction of the new Cloisters Museum the curator of the Department of
Medieval Art, William H. Forsyth, discovered from Comte Gabriel de La Rochefoucauld that
fragments existed of artar unicorn tapestry. These fragments were supposedly being used to
plug crevices in the walls, although there are other varying accounts of their tredfiiiaet.
fragments were purchased from the Comte and quickly prepared to be exhibited along with the
other six tapestries in May, 1938 Although they are displayed as two fragmeiitse Mystic
Huntactually arrived at the Cloisters in three pieces, nailed to a backidéand close

187 FreemanThe Unicorn Tapestrie223.

188 FreemanyThe Unicorn Tapestrie224.

189 Cavallo, The Unicorn Tapestries at The Metropolitan Museum of 1#t

10Thomas C. Linn, "Costly Museum Géter To Be Built by Rockefeller,The New York Time#&pril 4, 1935.

171 Linn, "Costly Museum Cloister To Be Built by Rockefeller."

2Kat hrin Col bur n, MystcrCaptureBfrthe gnicerind (5 e sMetrogolitam Museum
Journal45 (2010): 97., Margaret Freeman, however, states that Marquise de Amodio, the daughter of Count

Gabriel, told her that she Arecalled that the fragment :
r e me mber . ®he Bnicere TaperEs, 227-28.
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inspection it is possible to discern a seam on the fragment with the naaidéime unicorn that

connects the sky and upper portion of the tree foliageeabotr he mai den dWhelhead t o
they were initially exhibited a bottom portion of the maiden and unicorn fragment was hidden so

that it was squared off with the otheagment, giving a more aesthetically pleasing, though

decidedly deceptive, presentatin.

The original room designed and built in 1938 for the unicorn tapestries at the new
Cloisters Museum was a long gallery that Mr. Rockefeller later admitted he fahadegjuate
to display the true splendor of the artifacts. After the war, during which time the tapestries were
hi dden away outside of New York City, Mar gar e
Mr . Rockefeller to diongonabotutl ethbdipasaigbahidt
installation that would recapture the impression of colorful richness that the tapestries once gave
h i ri/®The redesign of the room incorporated a very large fireplace from Alencon and a
fifteenth century window im Cluny to give the visitor the impression of viewing the tapestries
in a fAmedieval grand chamber. 0

In 1998, the room of the unicorn tapestries at the Cloisters again underwent renovation,
and the tapestries were transported to a conservation roomMethopolitan Museum of Art
where textile conservator Katherin Colburn and her team began what would be one of the most
pivotal restorations to date. The fabric backings protecting the tapestries were removed revealing
the mirror image, only in the ricd bright colours of a work untouched by sunlight. Before a
new backing of cotton sateenacevered the reverse sides it was decided that both the front and
backs of the tapestries should be photographed and stored digitally, a step closer to the
Metropolt ands goal-refohaviong amhpge of every objec
collection!’® The files for the unicorn tapestry photographs had to be stored on more than two
hundred CDs and unfortunately at the time, the technology available could not pnecess t
immense amount of data so the CDs were set aside.

It was not until 2003, when a serendipitous meeting between an art historian and a
mathematician brought the photographs to brothers Gregory and David Chudnovsky. After three
months of computationsohte Chudnovsky6és homemade supercomp
photographs of he Unicorn in Captivityvere finally assembled into a flawlessrbsolution
image. What was discovered during the process of photographing and storing the images of the
original unicorn tapestries was not simply a mathematical process, but a quality of realness in the
artifacts themselves. The challenge had been the result of the minute but constant shifting of the

Col burn, AThree Fragments, o 99.

16 FreemanThe Unicorn Tapestrie228.
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178 RichardPreston, "Capturing the Unicormhe New Yorker,' The New Yorkerpril 11, 2005. Accessed March
30, 2014. http://www.newyorker.com/magazine/2005/04/11/captdhiegnicorn.
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tapestry threads even as t heoy,Glegoyquotes, t he Metr
iTapestry is |ike water ' Water has no per man

Since their arrival at the Cloisters the unicorn tapestries have been cleaned, restored, and
studied extensively. The repairs and restorations made to the original unicotnesyplesing
their time there are well documented, and like any detailed historical account they are a
fascinating study, revealing the effects of changes in technology and principles on the practice of
art conservation over the better part of a centuing West Dean weavers researching for the
reproductions began their work in 2002 and had access to all of the information from the
Cloisters archives, and once complete, to the digital images as well.

The Objects

The original seven unicorn tapestries alteggenerally considered to be a part of the same
series because our earliest recorded evidence describes them as such, because they are
thematically compatible, and because the initials A and E bound together with a cord appear in
the same manner on all them. Despite the appearance of cohesiveness in their display at the
Cloisters, there has always been a debate as to the proper sequencing of the original tapestries, or
whether all seven were intended to be displayed as one unified set at all. Wihifeot ive
adding my own opinion to that discussion, the
is worth further exploration as it must have an impact on how the reproductions are to be
interpreted as well.

The superficially accepted sequeracé t he t apestries begins wit
(fig.199, and foll ows along a | ogifig20) , p@aTthe wn ihc @ r
Leaps Out ofig.21)h e fASTthree aumadfig. (@2 with thee tactiddh @rggoessing in
much thesame manner as medieval stag Rt is at this point that the plot appears to switch
from that of a medi eval hunt to fAiThe Mystic H
of t he fiygn2Bacandr28hdavhefe the sleeve that we imagine Ipg®to the arm of a
virgin maiden can be seen laid on the neck of the unicorn who seems not to notice the two
hounds tedng into the flesh of itsbaclk s omewhat startling devel opm
Captureo is then f ol | owadJdicornjs Kiketl anéBroughttatloen gr uo u
C a s tfig.@4) where the entrancing maidens disappear and we become witness to both the
fatal stabbing of the unicorn by three hunters as well as the transportation of its corpse to a
castle. Finally, despite juselmg killed, the unicorn is shown confined but at alive and at rest in
AThe Unicor nfig.i28). Capti vityo (

The comnon elements of the unicorn legerade present, the unicorn dips its horn into
the stream of the second tapestry, presumably to purifiyaker, and the unicorn is captivated

179 Preston. "Capturing the Unicotn.
18 Freeman,The Unicorn Tapestried,01.
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by a maiden in the fifth, but they seem to take more of a supporting role in the narrative, which
focuses primarily on the actions of the noble hunters. According to Margaret Freeman the

narrative stated above followlse accepted authority on medieval stag huntd., itire de chasse

written by Gaston Phebus, comte de Foix in 138Helmut Nickel disagrees, arguing the

AUni corn at Bayo should precede fiThe Mystic C
theStream 06 and fAThe Unicorn i s K3NIckelagplieahisd Br ought
interpretation of successful medieval hunting strategy to the action portrayed in the tapestry,
attempting to bolster his claims by noting that his sequencing would also neguttdre

symmetrical, and therefore more aesthetically pleasing arrangé&ffiesihould also note, for

both accuracy and interestodés sake that the na
between the leading scholars. | have used the sameroaghout this paper for clarity; the

variations seem to be the result of the interpretation of the content of the individual tapestry, for
example AThe Unicorn Leaps out of the Streamo
Escapeo byelHel mut Ni ck

One of the most obvious problems facing art historians is that the first and last tapestries,
AThe Start of the Hunto and AThe Unicorn in C
the rest. The backgrounds of these two tapestries are cardnedy in small plants that all
appear to be on one flat plane, a style that is commonly referrednitiefkeurs The
backgrounds of the other five tapestries however, have distinct landscapes with trees, a stream,
hills and castles that are all modeled to give a sense of depth. Adolfo Salvatore Cavallo argues
that the original tapestries are not in fact one coheemnes, but are combined from three
different sets based on the following themEse Hunt of the Unicorn as Lover, The Hunt of the
Unicorn as an Allegory of the PassiandThe Mystic Hunt of the Unicori\ccording to
Cavallo the first and last tapdss are likely a part of a different series depicting the hunt of the
unicorn as an allegory of love and marriage, the fragmeriteeMystic Huntvere a part of a
large, unrelated devotional tapestry, and the remaining four tapestries portrayed th&nChris
allegory of the Passiof§*

Details regarding the accuracy of the plants, the expressions of the figures and the quality
of the workmanship have inspired speculation that some of the tapestries were created by
different weavers, in a different workshap,may have even added to the series at a latet@ate.
Margaret Freeman theorized that there may have been more than one painter creating the designs
and more than one cartoonist rendering those designs into the final caffddmnike many

8l FreemanThe Unicorn Tapestrie§?2.

¥Hel mut Nickel, fAAbout t AleHMeoftbedUnicomnddhe Ladymithtieapest ri es
Unicorn0 The Metropolitan Museum Journh? (1984): 11

BNi ckel , feduencalof thetTapestri&€&The Hunt of the UnicorandThe Lady with the Unicora, 1 1 .
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previous schars Thomas Campbell proposes a more guarded approach, given the scant

information we have he urges caution in making assumptions regarding the inclusion and
exclusion of the first and | ast tapestries. C
late medieval workshop practices and the contemporary perception of uniformity and

consistency of style to assume that what strikes us as stylistic disjunction would necessarily have
appeared so t o®whatkveetheanterpretatiennieis clethatovithout some

new miraculous discovery the mystery of the original tapestries will not soon be unravelled.

| have here given only the most basic observations of the tapestry world that will be
useful in my examination of the two sets of unicorn tapsstAssuming that all things created
are tied to, or reflexive of, the context in which they are created, it is important to remember that
the golden years of tapestry creation were at a time of great economic, social and even
environmental turbulence h€ intricacies of tapestry production, the acquisition of materials,
funding, and necessary administrative tasks required to support such an industry were further
complicated by ongoing wars, religious persecution and changing loyalties throughout Europe.
Completing their work without the benefits of electric lights, indoor plumbing or next day
shipping, the weavers created stunning artworks that continue to fascinate us.

How these circumstances affected the tapestries themselves is an important aspect of this
study. Caron Penney argues thattthenty-first century reproductions cannot be authentic
copies because the weavers of today can never fully step into the stiweseokho created the
originals®®Aut henticity, Penney says, fis in the ex
their time to makfithisg the dasesthen How areewe to feel ab®ut the
original tapestries, whose creators remapomplete mystery to us today, when juxtaposed with
theweldocumented interpretations? | wil/l next ex
newHunt of the Unicorrtapestries in detail, discussing important deviations from the original
tapestries ahtheir implications for the originainicorntapestries.

187 Thomas P. CampbelTapestry in th&Renaissance: Art and Magnificen@é¢ew York: The Metropolitan Museum
of Art, 2002), 78.
®penney, fARedUnisomdapesh

gieheodo 154.
¥penney, MfARedUnsomdbapebhgi ebed 158.
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Chapter 3

Reproductions

Built at the top of a rocky crag overl ooki
beyond Scotl andébés recorded hi sBritshfprtandaeanour s ¢
fabled stronghold of King Arthur, but no credible evidence has been found to confirm either
story1%° The first documented mention of Stirling Castle is from the reign of Alexander I, King
of Scotland from 1107 to 1124, regarding tbestruction of a new chap& Alexander | died
at Stirling Castle and was succeeded by David | who made Stirling one of his primary
residences. Overlooking the fields of Bannockburn, Stirling Castle became a popular seat for the
Scottish royal court, duaino small part to its strategic location in what is known as the gateway
to the highlands. -fisteEhtwyranavatiGhofihte PaanedadbSirling we nt y
Castle was meant to restore it to the grandeur achieved in the 1540s, during yeearsrst the
life of Mary Queen of Scots. King James V began construction of the palace in the 1530s using
the substantial dowries he received from both his first marriage to the frail Madeleine de Valois,
who died within weeks of arriving in Scotland,ddnis second marriage to Marie de Guise. After
Jamesd death in 1542, only a week after the b
Gui se continued the renovations at Stirling,
astonishing grandearnd sopht%sticationo.

Mary Queen of Scots, her son King James VI and his son Prince Henry all spent their
first childhood years at Stirling, but the joining of the crowns of Scotland and England under
James VI in 1603 left the castle withouta courtandggsn al ed t he begi nning St
decline. Although troops had been stationed there since theehad@teenth century during
various incidents of civil unrest, in the 1790s that the castle was converted into an army barracks
and from 1881 to 1964 was officially designated a military dept€ Nearly two hundred years
of military occupation resulted in the disapp
luxurious furnishings and a good deal of its architectural heritage. In the 1990spaftecting
extensive documentary and archaeological research, Historic Scotland began work to restore
Stirling Castle. Renovations of James |1Vo6s Gr
Scotland turned their attention to the Palace apartmentstuadkri ng a cr eati ve 0 mc
approach to the preservation and presentation of this historic montfhent.

190 Eric StairKerr, Stirling Castle Its Place in Scottishistiory (Glasgow : James Maclehose and Sons, 1913), 5.
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192 Harrison,Rebirth of a Palacel] 3.

WMAStirling Castle Timeline, o http:// www. st,ascdssedgcast! e
January 30, 2015.

94 Introduction.” Stirling Castle Palace Archaeological and Historical Research. Accessed February 5, 2015.
http://sparc.scran.ac.uk/home/homePage.html.
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Another significant reproduction project was carried out for Stirling Palace at the same
time as the unicorn tapestries, but with a more authentic coonegtitensive research was
conducted on the AStirling HeadsoO a series
by visitors to Stirling in the seventeenth and eighteenth centuries. It is unknown how many
carvings there were initially but thidfpur of the originals have survived to today, two were
destroyed in a fire in 1940 and fragments remain of offifhe carvings were in the ceiling of

of

the Kingds I nner Hal/l unt i | around 1777 when

entire celing down to turn the room into anothemybarrack!®® The original heads were

dispersed to various people, and some ended up in the Stirling Jail where they were discovered
by Jane Ferrier who collected and created detailed sketches of each, whichewegnablished

in Lacunar Strevelinense 1817.The Heads depict various real and mythical people, from King
James IV to Hercules, Julius Caesar and the figure of a court jester, and Historic Scotland has
taken the bold step of creating a unique portraitsodwn inspired by one of the statues outside

the palace®’ The reproductions of the Stirling Heads have been installed where the original
carvings once were, in t he¢fig28,iandiaspgcialdisplay he r
has been construd®n the upper floor of the palace to exhibit the originals so that they incur no
further damagéfig. 27).

The renovated Palace at Stirling has an uncanny feel to it. In some places, such as the
hallway leading to the Outer Chambers, the old stone Walls been left bare as a reminder that
it is in fad a 600 year old building’® The Palace Apartments however, have been dramatically
restored with elaborate murals deeto look like curtainand tromed 6 o e i | painted
28). While the costumeduides are extremely knowledgeable and approachable, the fact of their

costume does create an immediate barrier between them and the visitor, as if they were a part of

the exhibit and somehow not connected to the present state of the Scottish landmalk. The
castle kitchens have also beerset to appear as a working kitchen from the sixteenth century
with realistic, lifesized mannequins deging the action (fig29). An Impact Case Study
published by the Stirling Palace Academic Research Committes tiatt Stirling Castle was

en

ce

namel in the 2013 Lonely Plang ui de book as one of Europeds to
and that AVisitor numbers increased by -17% an
opening off®the Palace. 0
Mary Stuart, whdecame the Queen of Scotland when only six days old, is one of the
most popular symbols of Scotland and Scottish identity, her legend asserting the stateless
195 Harrison,Rebirth of a Palacel32.
196 acunar Strevelinense details thalection of heads, etched and engraved after the carved work which formerly
decorated the roof of the king's room in Stirling Casidene Ferrier Grahameacunar Strevelinensg/nknown
Binding, 1817, 4-5.
¥'aBackground: iSadtrlldentyd re@tdls Jewel s, 0 Stirling Scotl anc

www.historic-scotlandgov.ukétirling-headsscotlandsothercrownjewels.pdf.
198 Museum caption at Stirling Castle, visited September 27, 2014.

University of Glasgow, fARestoration of Stirling Cast|

Impact case study (REF3{esearch Excellence Framework, 2014), 1.
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nationbés distinction and defiance from Engl an
QueenSt i rl ing Palace can c¢claim a part of Scotl a
residence ended sever al hundred years ago. Th
and completed by her mother, Mar iigiondfeahe Gui s e.
Town and Castle of Stirlingo describes the pa

ar c hi t>®and aven dwing its time as an army depot the castle was a popular draw for
tourists?®®'Scot |l anddés of f i ciVisiScdtladiadvertises aoitingrarycallecat i o n
the AMary Queen of Scots Tr &isitScoblandh atMarg : d @s cr
Queen of Scots is the most famous, most i ntri
and encour a gdlevthisdail arouad sesme bf&cofiand's finesstlesandruing to

di scover wher e Ma ?New docureedtariesranddhe taendy teldvisiendseriés
Reigrt® are evidence of the continuing interest in the late queen. It is clear that Historic Scotland
chose to portratirling Palace during its artistic, economic and political height in the 1540s to

entice visitors and to encourage them to see Scotland as an artistic, economic and political power

for today.

Most of the research for the Heads, the tapestries and éneirftirnishings for Stirling
Palace was conducted by Dr. Sally Rush of the University of Gla§§d@v. Rush is a Senior
Lecturer in Art History at the University of Glasgow and her research interests are stated as
iDecorative"add2'eentodr itehse, 1Wi t h special referenc
iStirling Pal ace Ac ad®Althoogh Reelistefpublished @ookais ul t anc
consistent with the research interests and her work on Stirling Palace, Dr. Rush is also named as
a Colnvestigdor for theStaging and Representing the Scottish Renaissance @ojett,
completel in 2014°°The project overview document made a
describes the project thus:

AStaging and Representing the Scottish Ren
funded interdisciplinary research project which sta§§edhtire of the Three Estatas

200 John Macdonald Rosa, New Description of the Town and Castle of StyliBtirling: Ebenr. Johnstone, 1835),

105.

201 Alastair J. DurieScotland for the Holidays A History of Tourism in Scotland, 17&80(East Linton: Tuckwell

Press, 2003), 8.

202"Mary Queen of Scots TrailVisitScotland accessed March 5, 201tp://www.visitscotland.com/ena/see
dol/itineraries/history/margueenrof-scots.

2BReign is described as a Afantasy historyo television
of Mary, Queen of Scots.r€ated byStephanie SenGup#and Laurie McCarthy, airs ofhe CWand premiered as

part of the2013 14 American television season

University of Glasgow, ARestown @t ingnionfsi gthitr liinng Casdtel
205 3ally Rush, "University of Glasgow," accessed March 5, 2015. http://www.gla.ac.uk/schools/cca/staff/sallyrush/.
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http://www.stagingthescottishcourt.org/.
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part of a wider investigation of the Scottish Renaissance and Stewart court in relation t
modern images of nationa&¥ identity, and th

The overview goes on to say that academics from across the United Kingdom as well as

interpreters from Historic Scotland participated in the threelpea@y venture that incorporated

high definition video and an open access website to engage the Scottish community and reclaim
the @é$alyi Wwing culture, r el eVv%Thadedcriptiocadnt e mpor al
Stagingpas Al iving culture, 0 i s alxgedende ht&tirlipger f ect a
Castle, and given the involvement of the same researchers and government agency there is a

sound argument to be made that the same goals were pursued in the renovations of Stirling

Palace.

The curation of culture, as is the occupatof any museum or historic site, is a mess of
arguments for and against historical accuracy, economic and social value, conservation and
practice that is constantly-exaluated by scholars, governments and communities alike. In his
book onthe Scottishour i st i ndiutshter yBr afinSdcoo t Dleageladorddc Cr o n e
and Richard Kielyllustrate the ways in which particularly glamourous or popular icons of
Scottish identity, such as Nessie the Loch Ness Monster, have become symbols of Scottish
heritage despite the fact that they do not of
identity2°° McCrone Morris and Kiely clainthat authenticity has become an easily
manufactured commodity, and that it ®#P®s confe
is evident that Historic Scotland and those involved in the renovatioiriaigPalace
considered thperformanceof history and culture of the utmost importance in realizing a sense
of authenticity. With t hi $untohteeiUgitotrtapeseiesasan | oo
both objects and agents of authenticity, ts@nificance reliant on the readition of the Castle
as a whole.

The NewHunt of the Unicorn Tapestry Project

The new Hunt of the Unicorn tapestries for the Stirling Palace apartments were created in
parallel with the Palace renovations but were rebearand financed as a separate project. The
tapestries were funded by donations from the public, and by a significant donation from the
Quingque Foundation, a charitable organization founded by the Buchanan family of Rhode Island
to support the preservati@md conservation of historic monuments. Hellen Buchanan, founder
of the Quinque Foundation, had both a passion for art conservation and for Stirling after

27f An Evaluation of Lyndsayés Theatrical Time Machine, 0
http://www.stagingthescottishcourt.org/pntent/uploads/2013/02/Stagittye-Renaissanc€ourtv4.pdf, 1.
208 An Evaluationof Lynday 6s Theatrical Time Machine, 0 3.

209 David McCrone Angela MorrisandRichardKiely, Scotlandi the Brand: The Making of Scottish Heritage
(Edinburgh: Edinburgh University Press, 199R),
210 McCrone,Morris and Kiely,Scotland’ the Brand,7.


https://www.google.ca/search?tbo=p&tbm=bks&q=inauthor:%22Angela+Morris%22
https://www.google.ca/search?tbo=p&tbm=bks&q=inauthor:%22Richard+Kiely%22
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marrying and running a local Estate thét€Once it was decided to restore the Palace to its
histoiical fifteenth centurystate, inventories for the court and kings of that period were consulted
to determine what kind of furnishings would be appropriate. According to Sally Rush the
inventories of King James V from 1488t two sets of unicortapestries of six and eight pieces
respectively?!? Although | could not obtain access to the earliest documents myself, Scottish
inventories made available online that date from 1488 describe tapestries of various themes
including a history of Troy, Persey, Aeneas a n #Infhis hater invemtorganly ne . 0
one set of unicorn tapestries is mentioned, consisting of five pieces and presumed to be an
amalgamation of the remaining tapestries from the two series recorded earlier.

Why choose unicorntapest es over the other tapestries |
often associated with Scotland or Scottish heritage, the unicorn has been a part of the Scottish
arms since about 14Zf6g. 30) and sometime around 1484 King James |l (:4888) created
godcoins called 6unicornsodé6, which depicted a u
one sidgfig. 31).2'*1 do not presume to have any great knowledge about the intricacies of
Scottish heraldry and, interestingly, Romily Squire, the Herald PamtBetCourt of Lord
Lyon, characterizes heraldry in the 1500s thu
about heraldry. The artists didndét understand
d r a Wil was told by one of the docents at Stiglthat it is important to remember that a
noble would change their arms to show marriages and alliances (as exhibited by the various
different arms in the Stirling apartments), and if the practices of today are any reflection of the
past, arms could aldme changed for political or artistic motives as #ll.

Unicorns appear on market crosses throughout Scotland, and it is commonly believed that
they are meant to symbolizeroyalut hor i t y. Li ke most wealthy nol
inventoryindicat s t hat he al so owned f‘@Butaslsaiditeor ne hol
unicorn is not often associated with Scotland or Scottish heritage and none of the history noted
above is referenced by Historic Scotland or the media to justify choosing thenuiaipestries
for such a prestigious venture. The listings of one or two sets of unicorn tapestries in the
inventories of King James IV and King James V are the only pretext given for the project and, in
truth, | can only speculate as to why this particglzbject was singled out. In her 2013
interview,Zoya Mirzaghitovgp oi nt ed | y a s k s Wihyeda Historic $totland J on e s

2lHi st oric Scot | an dBiograpHytMrsrPatiickRy BuEhar@anos hhetettp :7/:4 www. hi st or i c
scotland.gov.uk/es/largetext/factsheets.

22Penney, TfiRedUnisomdapestdgi eheo

213ThomsonA Collection of Royal Inventoried9-50.

2“Katie Stevenson, fAThe Unicor n, r8erof@hivaryie late Medikvalt he Thi s
S c ot | TAaenSdattish Historical Reviely no. 83 (2004): 12.

215Romilly Squire quoted in John G. Harrisdebirth of a Palace?1.

216 Romilly Squire describes the arms made for Scottish Parliament, where the lacEnglisk flag and the
decorative Thistle and | ack of colour were specificall)
Parl i ament Main Hall Heraldry, 0 Youtube video, accesse:
http://www.scottish.parliament.uk/visitandlearéB22.aspx.

217 ThomsonA Collection of Royal Inventorie8.


http://www.historic-scotland.gov.uk/es/largetext/tapestry_factsheet_7_helen_b_biography.pdf
http://books.google.co.uk/books?id=mfEHAAAAQAAJ&printsec=frontcover&source=gbs_atb#v=onepage&q&f=false
http://books.google.co.uk/books?id=mfEHAAAAQAAJ&printsec=frontcover&source=gbs_atb#v=onepage&q&f=false
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undertake t his prQmngbeaach &f &cotfisb nedtage ia presemned tlerqugh fihe
prideandfeelingoli st i nctness from mainstre&ddan Engl i sh
observation that is at once ambiguous and loaded with implications of a conflieebétigtory

and representation.

Scottish Tapestry

Despite the claims in an enthusiastic little paraptiiat was written, edited, published
and printed i992by W.T. Johnston, abouthom | could find no informatiorf:® Scotland is
not represented in the history of European tapestry weaving. Nor was there much tapestry
weaving in England when compared he booming production on the continent. By the-mid
sixteenth century England had a few organized workshops, but the only one of note was the
Mortlake studio, which was created by King James | in #68leant to follow the example of
the French workshops #&fing Henry IV of France, Mortlake did produce some important works
during its twentythree years of existenddero and Leandera popular set of six tapestries
representing a tragic love story was designed by Francis Cleyn in 1625 and the first set was
woven for James Fig. 32).2%! Francis Cleyn, however, was from Northern Germany, not
England. It is also said that in 1630 Rubens convinced King Charles | to buy a set of cartoons
illustrating the Acts of the Apostles created by Raphael and that twelve sets of tapestries based
on theRaphael cartoons were produced at Mortfk®iscussions of the tapestries themselves
are often overshadowed by the complexities of the cartoons and their famous author; after the
death of Charles | the cartoons for the Acts of the Apostles were solddurhdnts show that
Cromwell then purchased them on behalf of the government for 300 pgdmistiake also
produced a fAHistory of Achilleso frof*a set o

The weavers at Mortlake were immigrants, mostly of Flemidkrench origins, imported
from the successful studios on the continent.
Flemish tapestry, transferred a@%Cdashiagthelastef Chan
Mr. Johnstonds hbpedbdoef nwemavingoStbe history
important to document because media representations of the tapestry project, such as the 2007
article ACastle unveils medieval tapestryo re

28Mi rzaghitova, AThe Hunt of the Unicorn: Interview wit

2Johnstono6s fAguideodo is a sort of tourist companion det
houses and museums of Scotland. W.T. John3tmmestries in ScotlanfLivingston: W.T. Johnston, 1992).

220 This could technically be calleal Scottish connection because King James | of England was actually King James

VI of Scotland. Madeleine JarrWorld Tapestry276.

2l The Meeting of Hero and Leander at the Temple of Ven
http://www.liverpoolmuseumsrg.uk/ladylever/collections/tapestries/themeetingofhero.aspx.

222 Ackerman,Tapestry The Mirror of Civilization157.

223 Ackerman,Tapestry The Mirror of Civilization158.

224 Ackerman,Tapestry The Mirror of Civilization189.

225 Ackerman,Tapestry The Mirroof Civilization 220.



41

Historic ot | and, John Grahm, saying dit [the tape

traditiona®PAsska Iflascta,l iGrealdmds remark i s correc
leads the reader to conclude that tapestry weaving is a tradiootih skill, which is false.

The article also incorrectly states, AThe ori
adorned the walls of the castl e,? \pdlievethat was on

the writer was confusing scholarghi on  t h e CI Bluntsotthe Udicoriapeastrie i n a |
with what is documented about the original Scottish tapestries; to my knowledge there is no
evidence for when the Scottish unicorn tapestries were created, let alone whether they were from
thesale cartoon as th%# Cloisterso6 tapestries.

In 1912 the Marquess of Bute founded Dovecote Studios in Edinburgh, Scotland. A small
book about Dovecot Studios compiled by the Scottish Arts Council in 1980 proclaims,

AFor such a very oolladd ae yoarfgindeedt Tihere nay Haygbaers i n
some itinerant weavers in Scotland in the Middle Ages, but there is little evidence to
support this, so we assume that ?apestry w

The studio was influenced foremost by #irts and Crafts movement and by William Morris in
particular. The first tapestries woven were large, traditional scenes from Scottish history,
designed by a contemporary artists, intenestiorn the Bute family homes. After the Second
World War the stuid obtained designs from leading contemporary artists and began weaving
smaller commercial tapestries on speculatiiThe book states that when the studio needed
more looms it obtained three French looms that supposedly dated back to at least theteighteen
century, perhaps as early as 1689ocuments also reveal that early nineteenth century Stirling
was known for its cotton and wool fabrics, produced mostly for weaving tadtaasd town
records indicate that a wengonSepembergZul780f was i n
course this is all well after the time period we are interested in and is not evidence that tapestry
production occurred in Scotland prior to the twentieth century.

Despite the continuing success of the Dovecot tapestry stullidinburgh, the
commission for the new unicorn tapestries went to an English workshop. The West Dean

26BBC NeOmss,t Iie unveils medieval tapestry, o |l ast modified
http://news.bbc.co.uk/2/hi/uk_news/scotland/tayside_and_central/7014887.stm.

27BBC News, fiCastle unveils medieval tapestry. o

228 A statement on WikipedicitesCat h®r i ne Grodecki in fADocuments du Minu

Histoire de l'art au XVle siecle, 15406 0 0 0 as e v i d e n digoireode la Chasse al®liaomB ng o f
Paris in 1540, about the time King James IV was purchaapestries from France for Stirling, but | have not found
the document in question to confirhittp://en.wikipedia.org/wiki/Scottish_Royal_tapestry collection#cite_-bGte

229 geottish Arts Council, organizevlaster Weavers: Tapestry from the Dovecot 88149121980, (Edinburgh:
Canongate, 1980), 39

230 3cottish Arts CouncilMaster Weavers40.

231 3cottish Arts CouncilMaster Weavers40.

232william Drysdale,Old Faces, Old Places and Old Stories of Stirling. Second Sé8tding: Eneas MacKay, 43
Murray Place, 1899), 56.

23 Extracts from the Records of The Royal Burgh of StirkaB. 16671752. With Appendix, A.D. 1471752,
(Glasgow : Printed for the Glasgow Stirlingshire and Sons of the Rock Society, 1887), 102.
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tapestry studio is a part of the West Dean College and Estate, founded by the Edward James
Foundation in 1971 and o p e nyarmansiomlocEedwaMest J a me s
Sussex to the South West of London. The College supports the creation of several types of craft
through studios, workshops and conferences, while proceeds from the estate are reinvested in the
galleries and projects that promote visual arts, dance and music. The tapestry studio opened

as a commercial workshop in 1976 and its first commission was from Mary Moore, who wanted

a tapestry created from a drawing by her father, Henry Mdbkest Dean Tapestry is

described foremosts an Ainterpretiveo studio, taking t|
into tapestryy®The studi ods tapestries are commi Ssi one
governments and are exhibited throughout the world. In 2013, one of the new tapEstnies

completed at West Dean was exhibited at the Victoria and Albert Museum in London with other

examples of the Coll egeb6s wo%°WestDeanfalsorhasthet was
benefit of its own dye laboratory, enabling weavers tteemeate the bespoke colour pallettes
essential to replicatingthe 500yeat d vi si on. Caron Penney states

tender bi d $#4hs reasanswhy Bosetot dtudiddid not participate in the project
are unknown to mé®

Eighteenweavers worked to complete the seven new Hunt of the Unicorn tapestries for
Stirling Castle. Similar to the organization of fifteenth and sixteenth century European tapestry
studios described by researchers, several West Dean weavers would work oesing uagl
its completion, but due to the demands of other commissions, the great scope of the project and
external factors in the lives of the weavers, the same people were not employed on every
tapestry. Caron Penney for instance was the Studio Diraatba Master Weaver on the unicorn
project at West Dean from 2004 to 2013 when she left to create her own?8tiditherine
Swail es continues to work for West Dean whil e
Throughout the progress of the tapesthieth Penney and Swailes have exhibited their work
internationally and published books or essays about tapestry and the unicorn project. Many of the
weavers on the unicorn tapestries are of international origins; Cecilia Blomberg was born in
Sweden but hassed and worked in the United States since 1977, Hilary Green is a weaver from
Australia and Ruth Jones is a Canadian who has studied in France. From their online biographies
it appears that many of the tapestry weavers are flexible and innovativeatglios

242 S3G 5SIy | 2dzaASsSsél Aali2NE ¢AYSHE
https://www.westdean.org.uk/House/Estate/History/HistoryTimeline.aspx

50 NBY t SyySes oncSritAl aLC2adiNNMASaT ¢4 KvSh

262 S3G 5SSy ¢FLISadNeE {GdzRA2EZ GCNRY aSRASQOIf al3a3yAFAOSyO
¢CFLISAGNRSA ¢ KS vaviveesteandrg. ukiPiess RéahseLRDESEStiIriagestries

Xt SyySes awSRhicoDe IS8R y IR §KS¢ mny

238 EmmaJo Webster, who worked on the several of the tapestries for West Dean, includingyste Hunt is

now employed by Dovecot, as of February 201t%p://dovecotstudios.com/about/team/27/emmajo-webster.
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displaying a fine art that uses the medium with such originality that it could not possibly conform
to a twodimensional cartooff

Scottish Reproductions

There are particular differences between the original tapestries and the new tapestries,
supporting assertions that they cannot be considered copies. The materials and the physical
composition of the new tapestries differ slightly from the originals, for the most part due to
modern practicalities, but also as a result of a conscious efimiitdain the superiority of the
originals. The exclusion of the mysterious fAA
influencing the weaversodé technigue point to a
from the originals. Despite pparing compositionally almost identical, care was taken to ensure
that the new tapestries would never be mistaken for their forebears, at least not to the eyes of the
tapestry scholar or the insurance provider.

Before the weaving could begin the weavdrgvest Dean began their research by colour
matching threads with Pantone, researching historical weaving techniques and recording their
findings on halsized cartoons and excel spreadsheets. The Metropolitan Museum of Art granted
the project special aftdrours access to the original unicorn tapestries in the Cloisters in order to
study the objects mocé&ecisosaldy?peivaaglsised ght y n
the fronts of the originals and high resolution digital photos of the backs, madesrno
produce the custom threads in West Deant6s dye
a 12year period and during this time both suppliers of materials and technology have changed
d r a ma t % Mexderizgd caiton was used instead df biécause of its durability and the
cartoons designed by Katharine Swailes also benefited from advancements in computer
technol ogy over the | ast decade. To fit into
apartments the reproductions were created &ppeoximately 10% smaller than the originfs,
with the exception of th#ystic Hunt which | will elaborate on later.

The new series has been woven at four warps per centimeter as opposed to the originals,
which are at eight warps per centimeter. A higharp, or the more warp threads used, results in
a more detailed image and a stronger quality fabtim her interview, weaver Ruth Jones
indicates that the difference in warp was one of the crucial factors convincing the Metropolitan
Museum of Art to apve the project’ Caron Penney writes that the lower warp used in the

240 Hillary Green especially uses tapestry in a thd@aensional manneras pictured on her tapestry blog,
http://tapestry2008.blogspot.ca/2008/06/hilargreenartist-in-residenceat.html.

“lpenney, fARedUnisomdapeshgi eheo 152.

2Peney, fARedi sUnicomdapergtthes, 0 152.

243 Harrison,Rebirth of a Palacel 10.

244Belozerskayal.uxury Arts of the Renaissandg1.

2%5Mirzaghitovafi The Hunt of the Unicorn: Interview with Ruth J
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new tapestries wi | %yt ebevetthisésm rather fhib explashaiondor | o o k
what was more probably the Metropol owinands way
tapestries.

The new tapestries are officialPy% described
classification that seems deliberately designed to avoid the connotations and controversies
attached to terms | ike O6copy6d and Oreproduct.
almost identical to the original compositions, with the impdréxeclusion of the A and E
initials. | do not know whether it was a requirement of the Metropolitan Museum or a decision
by Historic Scotlandds team, but the omission
the tapestr i eigghacdniury of cesegrch artl discusson averdheir status and
origin.JohnGHar ri son6és description of the differenc
reproductions is the only source even to mention the exclusion and his statement is one simple
sentencefi The initials AAEO which appear on the or
i nc | @*¥atdtheldng the new tapestries from the conspicuous lettering enables their
transition both visually and psychologically into a different context as the viswet distracted
by the perplexing signs that bear no obvious relation to Scottish royalty. Looking beyond the
most recognizable initials in the corners and
and AEO initials fTheWniabrn beaps ouhoéthedStregushanginglthamm s i n
to three confusing figuresig. 33). The unintelligible design appears random and incompatible
next to the particularly careful iconography of the unicorn tapestries. This may have been the
best chancéor Scotland to truly renterpret the tapestries for themselves, to incorporate a
cultural or national symbol that would complete the appropriation. But if there is a meaning to
the new symbols, it is not being highlighted.

In 2003 a custom studio was luin the grounds of Stirling Castle where four of the seven
new tapestries would be woven, the other thre
Sussex. The studio is a subtle but modern structure at the back of the castle site, past the kitchens
and what would have been the armourigg. 34). A strange and incongruous addition to a
Renaissance refurbishment, the studio showcased the production of the fantastic mythical
representations until December 2014, but what will it house now and in tineZut

This leads us to the most obviously commercial deviation, in terms of the production of
the new tapestries; the weavers at Stirling Castle worked from the front of the tapestry to the
back instead of the standard method of back to front. The weaasglone backwards because
the studio is open to the public and weaving from front to back allowed visitors to see the image
as they were being woven. Watching the weavin
Stirling Castle, providing an educatalrperformance of the authentic weaving process.

“penney, MfNARedUnisomdapeshgi eheo 153.
27Sim and Wain, AFirst year visit to Stirling Castleds
248 Harrison,Rebirth of a Palacel 10.
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Detailing differences between medieval and contemporary weaving Caron Penney suggests that

it is impossible for weavers todaytccer e at e an fAauthentico medi eval
the process hagmained relatively unchanged in 500 years, the knowledge and circumstances of

the weavers has transformed radicatRAs | am quite sure that weavers in the fifteenth and

sixteenth centuries did not have to concern themselves with céotiegtour groupsin this

way Stirlingds new tapestries certainly are wu

The final tapestry to be woven at Stirling widse Mystic Hunt of the Unicor(fig. 35).
Originally scheduled to be complete in 2013, the cutting off ceremony was held in December,
2014 and theevised installation will take place in the summer of 20He Mystic Hunis a
new composition created by West Dean based on the fragments from the original series. As
noted previously the two fragments of what has been fittedMystic Capture of thgnicorn at
the Cloisters are thought to represent one of the most common elements of thelegeaain
the capture of the unicorn by a virgin maiden. The fragments are estimated to represent
approximately one third of the original tapestry, based ohthec at i on of t he | ar ge
initials when compared to the other pieé®@8Before launching into a critical analysis of the new
Mystic Hunttapestry | would like to express my own feeling of awe at the complexity of this
endeavor and the courage and skill of those who were involved in it. Thiglystie Hunt
tapestry adds only enough width to the combined fragments to incorporate the fiithere o
mai den whose hand strokes the enraptured unic

|l eft shoulder. The maidends face had not yet
appear as a stunning red and gold brocade that will na dbirie beautifully when the tapestry
i s installed in the Queends I nner Chamber wit

could merit a more profound study in itself once the tapestry is publicly accessible. Studying it
within the frameworlof the series will have to be enough for now.

| argue that thdlystic Huntis the most enigmatic and controversial tapestry in the new
series due to a combination of historical ambiguity and modern deception. In his book Harrison
makes two misleading s&ahents regarding the original tapestry. The first is that the fragments
Acompri se a subst anti andthe newatapestryphias baen designgdlaga han g
single 6cofmylematdea dhgpitcheee reader to beldoddve t hat
be an approximate likeness of the lost original when it is in fact substantially smaller. When |
asked one of the Castleds costumed guvysices t o
Hunttapestry | was surprised by how little room itsagiven, in a narrow space between two
windows €ig. 36). | was advised that the edges could curve around the window wells as might
have occurred in the period because tapestries were often movedhamd) i@ spaces they were
not initially designed forThis is certainly true, and research has shown that parts of tapestries

Penney, fARedUnisomdapeshgi eheo 158.
20Col bur n, @ Th rTheeMydiia Cagturesofithe nicoffapest y , 06 9 7 .
21 Harrison,Rebirth of a Palacel11.
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were cut off or added so they could accommodate their new quftaithough it seems

irrational to create such a valuable piece of art to be the wrong size on purpose. | cowddelso h
been misinformed, but there appeared to be no other space in the room where a tapestry could be
hung. In 2011, just prior to beginning thlystic Hunt,senior weaver Louise Martin noted that

the tapestry was designed to be the same length as theigtteeensure that they were all of

uniform length when hanging in seri&slt is unclear whether the width of the new tapestry was
decided based on the work involved, the aesthetics of the design, the space available, or a
combination of all these factoré/hatever the reasons, it cannot be claimed that théviysic

Huntis representative of anything but a twefitgt century imagination.

The second misleading statement by Harriso
does not directly relate thte o #>hisecongdiure that disregards a wealth of scholarship and
debate affirming thathe Mystic Captures a pivotal piece in thelunt of the Unicorrseries.
Furthermore, if this was the case, there is little justification for why the fragmentshasen to
be included in the new set for Stirling, especially considering their creation involved more
research and resources than the other tapestries. Historic Scotland claims that the Palace
renovations are foremost about historical authenticity, laatitt chose the unicorn tapestries
because there was reliable evidence that the king possessed unicorn tapestries. The lack of clear,
accurate information regarding either the history of the original tapestries or the logic behind the
reproductions givethe project the feel of an expensive marketing campaign.

The new tapestries have, in fact, operated
heritage revival. Over the last few decades the Loch Ness Monster and tartan have become the
most recognizable sigmg Scottish heritage prompting endless nauseating visions of green plaid
throughout the countryds many tourist destina
material are different. Everything from the website to the brochures and ticket receipts
prominently display the head of a unicorn in proffig.(37). Even the onsite restaurant is called
the AUnicorn Caf®0, its menu styl é&gd38cThensi st en
original tapestries are embedded as cultural icons immftithe western world; whether or not
you know anything about their history, you have probably seen the unicorn images at some
point, planting a seed of recognition that may encourage you to visit Stirling. Using these
tapestries is a sound marketing ®tgy, even if it does stretch the concept of historical accuracy.

I n the end, are the new tapestries displayed
the originals displayed in their twentietlentury representation of a medieval buildih¢he
Cloisters in New York?

The contexts in which the original and the new tapestries are displayed are visually
different, but both are a deceptive artifice. The physical contrasts between The Cloisters and
Stirling Palace are obvious; the only coloarsthe bare stone walls of the room at the Cloisters

252 Belozerskayal,uxury Arts of the Renaissande5.
i The Stirling Tapestries,o |l ast updated July 27, 2011
24 Harrison,Rebirth of a Palacel11.
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come from the tapestries themselves, while the apartments at Stirling are brightly painted with
elaborate murals from floor to ceiling. The room at the Cloisters was custom designed to show

off the orighal tapestries, a twentiethe nt ury oO0i nterpretationd of a
course, has it the other way around, with custom made tapestries intended to show off the

sixteenth century palace. There is deception in both exhibits, the recreia particular past to

ensure the viewer understands the authenticity of the real dbjeck e P et e rLastS. Beagl
Unicorn, a fake horn has been created so that people can see the real unicorn.

Chapter 4

Simulacruny Conclusion

"One alwayshopes, of course, even neto be collected, to be verified, annotated, to have
variant versions, even to have one's authenticity doubted."

The newHunt of the Unicorntapestries are not copies. As explained by Gilles Deleuze,

fia copy trultyhiregembl st e otmkee extent hat it
and the new tapestries, constructed to promote Scottish interests, cannot represent the same Idea
as the original French series. Hi storic Scot|l

purpose of creating a 0 modd StiningLastedor theebpnefiiss e nt a
of tourism, and to reflect a contemporary Scottish identity. The new tapestries were woven to
accommodate the refurbished Stirling Palace under the watchful gaze of-fisgrtgntury

tourists. Stripped of markingsahcould fix the tapestries to a specific time and place, the new
weavings without the disti ncataverkeleathdvvewernd @A EO
imaginesor whatever the viewer is encouraged to imagine by Heritage Scotland. But if this is

histoly being created, wehsuld know what we are creatirgpd what the consequences could

be.

In Summary

Visually, the newunicorntapestries appear to be a medieval depiction of a unicorn being
hunted by men. The mythical subject fits well into the definindthe simulacrum.
Representations of a of@rned beast have circulated across the world since time was recorded;
representations of an animal that does not exist. The narrative traditions these images follow
have no discernable origins and thus weusnable to confirm whether they resemble the original

6l deadé of the unicorn. The unicorn was an al/l
unicorn was an allegory of love, a beast representing human devotion. We know that the image is

255 Beagle,The Last Unicorng86.
2%6pDe|l euze and Krauss, APl ato and the Simulacrum, o 48.
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false, thaunicorns were not hunted like stags and captured in medieval forests, but the pictures
endure in popular culture and high art alike. Deceit and fraud are prominent traits in the

uni corndés story, from the cur atebyabeguiingger s of
woman, making the story, and the unicorn itself, a deceptive simulacrum.

The practice of tapestry weaving is itself a process that challenges traditional notions of
the faithful copy. Translating the marks of a pencil or the strokebfsh into a picture of
woven threads involves both technical skill and the ability to make crucial design decisions,
enhancing or diminishing particular | ines and
an artistos desi gidtionwia the ssxtegenth centuryanmere gpdified, @ the e s t
detriment of the weavers and benefit of the artists. The cartoons from which the tapestry image
was copied became a crucial component of the trade, enabling the wealthy to purchase copies of
admired o powerful tapestries, or to prevent others from obtaining their own copies. As noted in
Luxury Arts of the Renaissanédean art wor k of demonstrable powe
asense, co p t i*>ALike te unicorn, the origins of tapestry, and weg\n general, are
unknown. Throughout human history weaving has been such an important custom that imagery
has been Awoveno i nto t Hegendnafsivilizaponsamundtekent and
world. The act of weaving a tapestry is a kind of geniance that blurs the line between original
and copy, subverting the power of the artist into the materiality of the fabric.

With only tenuous |inks to Scot Hanhofitheor Sco
Unicorntapestries cannot be true lilkesses of the missing tapestries King James V allegedly
possessed. Nor can we say that they were created under the same circumstances, in the same
location or by the exact same methods as the originals. Although they were not reproduced by
mechanical meanghe new unicorn tapestries have appropriated the images frafutiief the
Unicornt apestries in New York while displacing t6F
Wal ter Benjamin propose®Butot he i érigabiitdraadi ago o b
in the newunicorntapestries is not the allegory of Christ or Love, it is time. The new tapestries
both confer and receive a manufactured reality based on the interpretations, inferences and
desires of those who were involved in the twelintst century renovation of Stirling Palace, not
on t he Db uinal cdnstrugian sn the 1540g.

SoWhat are They?

The seven newunt of the Unicort apestries created for the C(
Stirling Castle are beautiful and complex, just like the series of tapestries at the Cloisters

Museum in New York Cityl woul d | i ke t o s8nxgntapdstaesare he Onew?o
simulacra, but am st on the problem of what happens to the original of a copy that has no
original. Gilles Deleuze defines the simul acrtr

257 Belozerskayal.uxury Arts of the Renaissancel5s.
258 Benjamin,The Work of Art in the Age of Mechanical Reproductiagh,
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positive power which negatésth original and copy, both model and reproductiéi?,but &

what point does this process of negation begin? The concept of the Eternal Return, that behind
each mask there is still another, and another, is a dizzying explanation for how we project our
own experiences and desires onto reality, creating our owilonavhile destroying the previous
one?®®False or misleading claims that confused historical facts about the original tapestries with
ambiguous data concerning the reproductions, indicate that a deterioration of knowledge about
the originals has already hag Although the Metropolitan Museum has taken steps to ensure
that its historiaunicorntapestries cannot be confused with the neworntapestries on a

material level, controlling the perceptions of viewers will prove to be infinitely more difficult.

At the centre of this thesis is the problematic concept of authenticity, its relationship to
art and to history. While we want to view the discipline of History as objective, based on
recorded facts, the study of Art demands more imagination. An evehiashaeen recorded in
history, such as a war, is in the past. Whether that record is or will continue to be an accurate
description of the event is another matter, the point | am making here is that a historical event
cannot be physically experienced dater date by an individual whoas not there in the first
placebut an object can. | f fAfhwhatisthestatesf, at i t's
authenticity in a historical work of art? The two set$laht of the Unicorrtapestries can be
perceived as authentic based on the contexts in which they are presented and the authorities who
guote them, but as historical evidence they are both simulacra.

Authenticity and Context

In her work on the history of tapestry PhylliskAe r man says, Atapestrie
less approachable than most of the pictorial or decorative arts, for they have ceased to have any
essential function in our own life. They are wholly of the past, isolated in the institutional
blankness of museumsiorn t he museum #®HoVhiegistruethat t he ri ch. 0
reproductions of famous historical paintings, photographs and even sculptures can be found in
many homes today, the same cannot be said of tapestry. | would argue, however, that it is this
0di ebanbhat maintains the perception of authen
is, only available to the extremely wealthy. Unlike paintings, prints, or photographs that could be
displayed in more humble settings, grand tapestries likeribern series require large, gallery
like spaces to be properly viewed. Both the original and reprodudtianhof the Unicorn
tapestries are displayed in spaces that were custiitrto convey a particular sense of history,
spaces that evoke the past anthenticate the objects as presentations of that past.

%pDel euze and Krauss, AdAPlato and the Simulacrum, o 53.
2%0De| euze and Krauss, AdAPlato and the Simulacrum, o 55.
%lGaren J. Torikian, fAAgainst a PerpetuatintergatioRdl cti on: D

Journal of Baudrillard Studie€SanFrancisco: Volume 6, Number 2 (July, 200804.
262 Ackerman,Tapestry, the Mirror of Civilizationpreface.
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The il lusion of the visual as OoOtrutho or 0
buildings with the responsibility of accurately presenting the past, while being physically in the
present. Critits m of t he practices and structures of m
museum ambience could change the meanings of the objects it held, redefining them as works of
art and narrowing their import simply by removing them from their original settings and
obscuri ng t h%AgBaudrilardasgues, thereisa danger in presenting objects
under the pretence of historical accuracy. Removing a tapestry from its original context does not
immediately destroy its connection to history, after all, tajgsswere moved all the time, but
the recontextualization of thanicorntapestries into environments that have been fabricated to
appearhistorical is precisely the kind of simulacrum Baudrillard warns us about. Visitors to
museums and historical sitespect to see history offered up in an orderly fashion and
categorized by date or subject, but there is
real hing. 0

Heritage tourism is a lucrative way for Scotland to showcase its many castles and to
promote a modern and distinct Scottish identity, countering its complicated political status within
the United Kingdom. In the case of Stirling Castle, Scotland has chosen to present the site as it
was in its most i ndepen dkeamuseanniansyeegiselytoy per i o
control the representation of a*®omseanchoi ty and
tourism there is a theory that tourists perceive a cultural experience as a representation of either
the fAfronto of dbaackdu ¥R-Trhged ®infcrud ntucr ei.s t he cul
of a Nessie hunting cruise on Loch Ness, following the popular but completely fake trail of
Scotl andéesoworeldd monster, while the fibacko i s
ther eal or authentic version of culture. As the
tourists, the tourist industry must evolve to satisfy the vague and changing perceptions of what
authenticity means. Mel i s s a sdae Mizdnd, awildys st udy
inaccurate reconstruction of a nineteenth century American Old West town, reveals the
simulacrum as fboth recognized a’ldinterigwe ct ed a
McMullen conducted with tourists in Old Town theitass were all well aware of the falseness
of their surroundings, but nevertheless enjoyed the performance. It might at first appear that Old
Town is a cultural Afronto, a deliberate tour
concludes thattheer cepti on of Ol d Townés authenticity
example of an AOl d West 0o Ariznmamcultuleut as an auth

2%Duncan, AThe Art Museum as Ritual, o 431.
%Mi tchell, fAOrientalism and the Exhibitionary Order, 0
%5Duncan, AThe Art Museum as Ritual, o 424,

%6Dean MacCltnammgad |Autithent i city: Arr ange memérisandofimaSoci al
of Sociology Chicago,The University of Chicago Presgol. 79, No. 3 (Nov.,1973)%89-603.

%"Mel i ssa McMull en, @AThe @nhdihgWeeasSimuladra a©d MeanSaf Staged Under st
Aut h e n Cultwal StudiesdCritical Methdologielst (2014): 267.
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Historic Scotland commissioned skilled weavers to produce a set of tapestries, based on a
theme theyiked, to decorate the walls of their castle. This tapestry commission mirrors the
tradition performed by wealthy nobles 500 yea
general, procuring and displaying valuable objects to convey a particular amagssage about
the ownero6s i dentity. Harrison states, NnThe e
messages about the ruling dynasty and national identity while proclaiming the wisdom, learning
and piety of the monBwhhalswdppearstohaveibees Historice d i t
Scotl anddbs goal when they began their efforts
Despite the assertions of Stirling Castledbds d
century Scottish Royal Cawwvas at the very height of luxury and style, letters from the English
envoy, Sadler, who attended the coronation of the infant Mary Stuart at Stirling Castle on
September 9, 1543, described the ceremony as
not v e r?Magnifisende,dt seéms, is in the eye of the beholder. Nicholas Mirzoeff
describes the connection between visuatity an
and the ghosts of Stirling Palace will no doubt influence howtieorn tapestries are seen in
the years to come.

Authenticity and Authority

Kent Drummond places the curator at the top of a hierarchy of image producers. Museum
curators, or art critics or scholars, wield the power to compile the work of particults aniis
frame it based on their own goals or interests. This representation, Drummond says, is received
by the publicititas &3 ®an de od’fAsthoven mvihe exampie bfs e | f . ¢
Ol'd Town, Drummondds s c e srotraddeessa tompldx eystgmaos s i v e
power relations at work in the creation of authenticity. What and how objects may be displayed
in an exhibition, or which time period is chosen to be represented in the renovation of a
thousandy e ar ol d c alisked tcelargérigsestions absuewhy constitutes the
community and wh o??2Theunicomesestries ase inindhey ways t y . 0
masquerading as truth, but this masquerade requires the participation of the viewer using their
own experiencesandpeessgt i ves to distinguish between the
model and the simulacruf?®

It i s easy to see how Historic Scotland i s
Hunt of the Unicorriapestries for their cultural capitdlhe giftshops at both the Cloisters
Museum and Stirling Castle sellamy of the exact samaicornproducts, although it should be

268 Harrison,Rebirth of a Castlel4.
269 StairKerr, Stirling Castle Its Place in Scottish Histoi§0.

2°Mi rzoeff, AGhostwriting: working out visual culture, o
21Dr ummond, AConsuming Caravaggioo, 91.

22Duncan, AThe Art Museum as Ritual 0 425,

2Del|l euze and Krauss, APl ato and the Simulacrum, o 45.
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noted that the Cloisters makes no reference to the Scottish reproductions while images of the
originalunicorntapestrieswiththeird i st i nct i ve 0 &®&eadlyfaundinE0 i ni t i a
Stirlingdébs Castle shop. Julie Codell and Hell
work in favour of the original tapestries because the reproductions at Stirling are too new. At this
time not all of the reproduction tapestries have been made available to the public, and thus they
have not yet had the opportunity to be judged or compared with the originals. Perhaps the

weavers and others close to the project have formed an emotional atiaththe tapestries

they have created, but even for them the original tapestries were their first experience, their
authentic point of reference. A formal analysis comparing the two sets of tapestries would no

doubt draw attention back to the amepiring workmanship and mystery of the originals, but

this would require the acceptance of the modern reproductions as equals to their historically
authentic originals.

The opinions of the artistteavers of the newnicorntapestries have so far been
recordedonly in thefew interviews and essaydiscussed earliefrequentlydefining the new
tapestries®0 i nt er pret ati onsé whil e exHumafthda ng gr eat
Unicorntapestries. It can be argued that the placement of power with idtgpegsupposes an
argument against copying and it is often said that the process of copying and reproducing an
original work of art subtracts something from the object. Cartoons were drawn in order to weave
the newHunt of the Unicorriapestries and thestatus too is ambiguoushave found no
references by any weaver ldistoric Scotlandegarding lhe status of ownership or tpetential
future use or exhibition of the new cartopbst| am hopeful that they have been preserved and
interestedo see howthese copieareevaluatedjiven our knowledge of how highly tapestry
cartoons were valued at the time the origunatorntapestries were madk is unlikely that the
Hunt of the Unicormeproductions will make celebrity artists of the weaweho created them.
As a commission tasked with bestowing authenticity on a sixtexmtury castle it would not be
entirely fitting to promote the twentfyrst century individuals who created the new tapestries,
especially when we consider the longtradi on of the weaver as O0tran:
tradesman bringing an artistdéds vision to I|ife

If we take away the divine power given to the object by the genius artist, what is left?
Some may say that it is pure aesthetics that remain and that thiaés liberating, like the
chaos encouraged by Deleuze. But if the aesthetics relies purely on the physical object and
values that one form as unique and authentic, than this approach is also bias against the copy. If,
however, we suppose that it is thapyg that gives value to the original, and that in reproducing
and recontextualizing the image we are merely following a long tradition of reflection and
recreation, we begin to perceive copying as the complex ritual of power and identity that it truly
is. Like Catharine Soussloff, Garen Torikian questions the faith we place in authors and artists to
provide accurate portrayals of history. Askin
representative of nineteentientury conditions but our faithinthem esty of 2?“ he aut h

2“Tori kian, MfAAgainst a PeApéettabmngypectieahitPi sevdDdngl
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Tori kian challenges the notion that Oart 6,

Vi

truth. I f we f ol | owHuntofthe Unicangpestries aB ot expectedgo Ca st

reflect or to stand in for réity, they are likeamirage in the desert, a simulacrum by virtue of

being an object called art. Using the example of an engraving that illustrated a grand Renaissance

room covered completely in tapestrices, Mar i
complete the illusion of ?Patasktahhadbeconeeslsbuto f t
impossible for someone from the tweilingt century looking at a medieval tapestry.

Authenticity and History

Weaving another set of théunt of the Unicorriapestries was about more than creating a
work of art, just as the study of art history is more than the cataloging of old objects. It often
seems that our imaginations require a visual or material prompt to understand our own history,

A We r e q ule past, aaisibleicantinlbum, a visible myth of origin, which reassures us
about 3&%Usingaonrist.ddta recorded for Scotland from 1876 to 1905, Alastair J. Durie
claims that the much greater number of tourists who visited the Wallace Monumepgpasw

to the fields of Bannockburn, shows fAthe su
aut henti c b ut?’Thewvodites are lecdtedsvithin &ve & five minute drive of

each other so geography was not a factor, but there are matiegbjastifications for why
someone would wish to visit the fAmanufactur
The Wallace Monument was completed in 1869 after an exciting fundraising campaign extolling
Scottish identity and pride, making itlstelatively new attraction when the tourist data was
recorded. The draw of the O6newd is in part
promise of modern and upgraded amenities. At the time, the Bannockburn was just a field, while
the Wdlace Monument gave shelter from the temperamental Scottish climate and provided toilet
facilities. Regulations in many countries today require, where possible, the installation of various
amenities for accessibility and comfort such as ramps, elevatiafant change stations. The
new tapestries also propose a kind of odbupagr
composition in places where the originals have become faded or worn.

The Finale

Debates about the use and value of copying workstdfave drawn on disciplinary
theories from history to ethnography, and with such a vast pool of discourse to draw on it was
inevitable that not all theorists and arguments could be covered in this thesis. My decisions to
include and exclude particulararists and theories have been the result of a careful

275 Belozerskayal, uxury Arts of the Renaissanc0.
278 Baudrillard,Simulacra and SimulatiqriO.
277 Durie, Scotland for the Holidays.
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consideration of how the arguments could dire
Hunt of the Unicorrapestry project. | have omitted principles of the gaze and spectatorship in

my analysiof viewership in historic sites because these would have distracted from analysis of

the tapestries, and what | believe to be a very unique circumstance. Using the simulacrum has
allowed me to focus on how the binary division between the original andplyedefines what it

means for a hi st or Inestigating thadnicorrtapestoyerojécarut hent i ¢ 6
argumentouldbe maddor the side of Baudrillard, lamenting the hollow ud¢he Cloisters

Mu s e ummag@gngicent artworks for commercial gain,for the chaosof Deleuze, rejoicing in

Scotland taking control of their own cultural ima&éudying art history and visual culture in a

visual world dominated by endless quotations and copies creates fridtotmatraditional art

historical approach privileging the original over the reproduction. By testing the boundaries of

what is a copy and what is not, | have found the simulacrum useful not necessarily in dissolving

the border between fiction and realiyt to draw attention to the social and political contexts

that create those borders.

TheHunt of the Unicorriapestry project reveals how authenticity is inextricably woven
with identity. The impossibility of providing tourists with a definitively aaterexperience of
Stirling Palace in 1540 does not make the renovation by Historic Scotland any less authentic
because the 6interpretationd is a reflection
visitors to imagine in history for Scotlandatmever happened, but is no less real than the
tapestries hanging on the walls.

Back at Mommy Fortunadés AMidnight Carni val
fake satyr, but also Arachne of Lydia. The carnival guide recites:

AShe had toldefeatitha goddess Attkena in a weaving contest. Athena was a
sore | oser, and Arachne i s now a spider, c
Carnival, by special arrangement. Warp of snow and woof of flame, and never any two

the same?® Arachne. 0

Int he cage is a small brown spider, of little
web. But soon the visitors and the unicorn are mesmerized by the web, watching the weaving in
a trance. The unicorn comments that this spider is not like tee atatures in the carnival, to

which she receives this reply, AYou see, the
withdrew their wonder, theredd be nothing | ef
weeping. And no?®mne would hear it.o

28 Beagle,The Last Unicorn29.
219Beagle,The Last Unicorn29.
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FigolWeaving fiThe Mystic Hunto at Stirling Cast

Fig. 2 Jean DuvetA King Pursued by a Unicorma. 1555, Engraving, 23 x 37.6 cm, The
Elisha Whittelsey CollectionReproduced from
http://www.metmuseum.org/collection/tfmllectiononline/.
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Fig.3 AandE initialsom The Uni corn Leap,JheCloiges Busaine amo t ap ¢
New York City.

Fig. 4 Byzantine psalter] 066 reproduced fronbavers,The Natural History of the Unicorn,
74.
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Fig. 5 Tapestry altar frontal (detail), middle Rhenish, about 1500, Gelnhausen, Marienkirche,
reproduced from FreemafhheUnicorn Tapestries49.

Fig.eawild Womano with Unicorn, Strasbourg, ca.
silk, metallic thread, 75 cm x 63 cidjstorisches Museum Basegproduced from
http://www.hmb.ch/en/sammlung/textilkunst



