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The Wheel of Fortune

The Roman goddess Fortuna was still respected and placated during the Middle Ages as the ruler of human destinies.
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King of Spades and Queen of Clubs, after fifteenth-century French playing cards

I have been intrigued by playing cards since I was a toddler, when I came across my first deck and laid them out around the pattern of the rug on the living room floor. I can recall my fascination at the time with these magical symbols: What did they mean? Who were all these interesting, colorfully dressed people? Who was the most important?

Then I discovered the tarot. I drew my first set of tarot trumps (the twenty-two mysterious cards that distinguish a tarot deck from a standard deck of playing cards) on file cards when I was fourteen years old, painted my next complete deck when I was twenty; a third set when I was twenty-six, and a fourth when I was thirty. I guess you could say I was obsessive.

But I am not alone in my obsession. Despite the many attempts to elucidate them, tarot cards have remained one of history’s enduring puzzles. What do those enigmatic cards really mean? What mysteries, if any, do they conceal? I think I’m accurate in claiming that until the publication of this book, they have succeeded, quite literally, in concealing certain types of mysteries for around five hundred years.

The idea for this book began life as a revision and update to The Devil’s Picturebook, a tarot book I wrote some years ago. But as I reread each chapter of Picturebook, I realized with somewhat mixed emotions that so much new light had been shed on the history of the subject since I wrote it that if I did write anything at all—and there was plenty to write about—it would have to be an entirely new venture.

Unlike Picturebook, in which I speculated broadly on the tarot’s possible associations to medieval and Renaissance myth and magic, my aim here is not merely to provide another “how-to” book on cardreading. Rather, I propose to track each symbol in every card of the deck, in both so-called Major and Minor Arcanas (the trump cards and the suit sign cards) to its actual historical origin, and then explore how its meaning in divination evolved from this source, if in fact it did.

In the thirty years since I wrote Picturebook, my views on the tarot have changed. Tarot, moreover, has expanded from a subject of interest only to playing-card enthusiasts and occultists to one of worldwide appeal, having gained a considerable amount of academic attention and an enormous presence on the Internet. There you can find an amazing plethora of tarot Web sites, chat rooms, and information resources promoting lively, well-informed, and often diametrically opposed points of view: historical, psychological, Hermetic, divinatory, feminist, postmodern, you name it. Furthermore, a vast collection of books on tarot has now become available. However, although the mysterious cards have arguably become part of mainstream culture—the art of tarot reading recognized as, at minimum, a technique of psychological exploration and the cards themselves finally anchored in an assured historicity by the books of British philosopher Michael Dummett and others—there still remain shadowy areas from which three questions of enormous importance loom unanswered.

•   First, what was the origin of the suit card symbols, and what did they stand for?

•   Second, what was the source of the trumps, and what was their original import? They were not simply conjured out of thin air.

•   Third and lastly, when and why did people begin using the cards for divination—that is, as a means of acquiring spiritual guidance or discovering hidden information?

As we shall see, all the evidence available today suggests that the trumps were added to an already existing game of fifty-six playing cards during the middle of the fifteenth century and for their subject matter drew on imagery readily recognizable by the card players of the time. However, knowledge of that symbolism was quickly lost by the average card player, which allowed for regional changes to creep into the design of the cards as their use in gaming spread throughout Europe. Nonetheless, the archaic and suggestive imagery used in the trumps and court cards resonated with that part of people’s psyches from which dreams and visionary experience spring (designated by the pioneering psychologist Carl Gustav Jung as the unconscious mind). This mystical quality may have led naturally to the evolution of the cards as a divination tool, if indeed the trumps were not initially adapted from a preexisting divination device—a notion I shall examine in due course.

Michael Dummett, who is opposed to what he regards as the misappropriation of the tarot by occultists, doubts that the images depicted on the trumps taken as a set contained any special meaning to their earliest users, inasmuch as they were standard subjects of medieval and Renaissance iconography. I, on the other hand, for the very same reason, believe the trumps to have been pregnant with meaning from the start, their symbolism drawn from the world of medieval drama, of miracle, mystery, and morality plays, with a hint of Neoplatonism evident here and there, which lent itself very readily to esoteric uses such as divination. Furthermore, we shall see that the court cards in the so-called Minor Arcana spring from a heady brew of pagan and medieval myth, also handy for the would-be diviner. Moreover, as Dummett himself has so ably demonstrated, the symbolism of the four suit signs seems to have evolved from a source even older than that of the trumps, a source that I believe can be traced to the Persian Empire before the time of the Islamic conquest in 642 C.E. Consequently, they also carry definite meanings exploitable by the diviner.

This brings me to my last great unanswered question about the cards: when, and why, were they first used for divination? Today historical opinion favors the eighteenth century because many historians equate playing-card divination with “cartomancy,”a particular form of fortune-telling with cards that was introduced in the late seventeen hundreds. However, an older method of seeking hidden wisdom from playing cards existed as much as three centuries earlier. I contend that this early practice of drawing playing cards singly as lots to answer questions—a type of divination known as “sortilege” and an ancient and widespread practice—introduced the earliest use of cards for divination. Indeed, the French verb still used today for card reading, tirer (drawing, as in drawing lots), is a strong indication that playing-card divination had its roots in sortilege. The fact that the term cartomancy was invented in the eighteenth century to refer to a newly devised system of divination that made use of extended combinations of cards does not affect my argument.

In our search for the tarot’s origins, we will explore a vast and fascinating world of arcane symbolism and a diversity of cultures, and we will witness how the human love of playing games melded with the equally human desire to probe the unknown. The introduction briefly describes how playing cards first arrived in Europe from the Middle East and how tarot decks developed for game playing, then became popular throughout Europe during the sixteenth and succeeding centuries. Chapter 1 explores the cultural origins and symbolism of the four suit signs; chapter 2 is a similar examination of the origins of the trumps. Chapter 3 is devoted to an account of the development of the tarot’s use as an instrument of divination. In chapters 4 and 5, I offer an analysis of the first documented divinatory interpretations of the trumps and suit cards. The remainder of the book is addressed to those who wish to explore the tarot in greater depth: chapter 6 presents actual methods of reading the cards. Three appendices provide the most current information available about obtaining and viewing decks: appendix 1 details the variety of historical tarot decks that are available in facsimile; appendix 2 lets the interested reader know where he or she can obtain them; and appendix 3 indicates where the truly devoted tarot enthusiast can see the actual decks described or illustrated in the text.

Finally, a personal note about tarot divination.

Although I received an early training in the Western esoteric tradition, I don’t advocate any particular method of tarot divination today, although I am more than willing to offer suggestions. I began reading tarot cards over forty years ago while I was studying with the Society of the Inner Light and later with a group that studied the teachings of the Hermetic Order of the Golden Dawn. From the experience I gathered during that time, I ultimately came to the conclusion that Dion Fortune’s more casual approach to the cards was more effective for me than the rigidly formal method advocated by the Golden Dawn. As I see it, cartomantic rules and regulations have been cobbled together from a variety of sources, and I hold to the school of thought that the secret of successful divination lies within the diviner. Actually, I believe anyone who wants to read the cards is not only free to, but must evolve a personal method for himself or herself, for reasons I will make clear. If you have the talent, it will make itself known to you soon enough. However, if you take the art of tarot reading seriously (and expect others to), it might behoove you to know something about the actual historical roots of your chosen field.


A CHRONOLOGY OF THE HISTORICAL TAROT

Fourteenth century: Mamlûk playing cards introduced to Europe, inspire the creation of European playing cards for trick-taking games. European decks generally comprised four suits, each headed by a King and one or two Ministers. The Ministers evolve into Knights, Knaves, and Queens.

Fifteenth century: Tarot decks created by adding twenty-two pictorial trump cards to standard Italian deck of fifty-six cards showing Mamlûk-derived Coins, Cups, Swords, and Batons as suits. Imagery for the trumps is drawn from medieval sources. Painted decks are created for the nobility: the Viscontis of Milan, the D’Estes of Ferrara, the commissioners of the Charles VI Tarot. The Cary-Yale sheet of tarots is printed in Milan.

Sixteenth century: Printed tarot decks produced in Florence, Bologna, Ferrara. Printed tarot cards now spread to France, Switzerland, Belgium, and Spain. Captions and roman numerals added to the trumps. Tarot decks widely used to play card games.

Seventeenth century: Papal states clamp down on use of “inappropriate” trump imagery, leads to substitute cards for Female Pope, Pope, Emperor, and Empress in the Tarot of Bologna and the minchiate of Florence. Tarot of Besançon replaces Female Pope with Juno and Pope with Jupiter. The Belgian Tarot gives rise to the Tarot of Paris and the Viéville Tarot.

Eighteenth century: Rise in popularity of the Tarot of Marseille. Egyptian symbolism used to explain its origin. Tarot cards now used for complex cartomancy as well as card games.

Nineteenth and Twentieth centuries: Hebrew kabbalist symbolism and astrology incorporated into the tarot. Explosion of decks made exclusively for cartomancy.



Which, in a nutshell, is what this book is all about.


Introduction

OF PLAYING CARDS AND TAROT DECKS

I sing of knights and ladies, of love and arms,
Of courtly chivalry, of courageous deeds . . .

LUDOVICO ARIOSTO,
ORLANDO FURIOSO, CANTO 1, 1532.

Tarot cards and what we think of today as regular playing cards are not quite the same thing, although they are close cousins of one another. The tarot appeared out of the blue as a colorful variant of the standard northern-Italian playing-card deck in Milan or Ferrara sometime during the middle of the fifteenth century.

Until twenty years ago, nobody could put a finger on exactly where what we consider to be standard European playing cards originated, let alone tarot cards. There had been many theories, but nothing definite by way of proof. The best bets were that they came from China, Persia, or India, all of which have their own different types of playing cards, but nobody could piece together just how European playing cards evolved from these exotic roots. Solid documentary evidence for the existence of playing cards in Europe, mostly in the form of bans against them, indicated that they were well known by the 1370s. The earliest known mention of them is an injunction against gambling with cards, issued in the canton of Bern in 1367. The earliest known actual description, however, was written ten years later, in Basel, by a Dominican monk known to history as Johannes von Rheinfelden.

Rheinfelden’s homily Tractatus de moribus et disciplina humanae  conversationis (A Treatise on Morals and Civilizing Teachings to Be Drawn from Frequently Used Things) dealt with popular games, such as card playing, based on the feudal structure of medieval society, and noted their usefulness as a source of moral instruction. Among other card games, he described a collection of fifty-two cards used for games involving trick taking. These cards were divided into four different sequences of symbols or “suits,” thirteen cards to a suit. Each suit consisted of cards numbered from one to ten, with each numbered card bearing its own symbol, and three “court” picture cards also bearing symbols: a King and what our monk referred to as two Marschalli (officers), which sound like they could be the ancestors of our standard Queen and Knave cards.

Now, what symbols marked these cards to represent the suits, our Dominican monk didn’t say, although suit sets as diverse as Herons, Hounds, Falcons, and Falcon Lures, or Roses, Crowns, Pennies, and Rings, are known to have been used in early northern-European card decks. We now know that the suit signs that became standard in the lands that became Switzerland (Roses, Hawkbells, Shields, and Acorns) and later in Germany (Hearts, Hawkbells, Leaves, and Acorns) developed around 1450 and 1460 respectively. The French suit signs (Hearts, Clover Leaves, Pikes, and Paving Tiles) appeared in about 1480. These later gave rise to the suits of our “regular” decks of cards: Hearts, Clubs, Spades, and Diamonds.

However, it wasn’t until as recently as 1980 that Michael Dummett, Wykeham Professor of Logic at Oxford University from 1979 to 1992, demonstrated that remnant and telltale traces of suit and deck structure found in French and German playing cards indicate that they undoubtedly evolved from the suits that were popular in Italy, Spain, and Portugal at the end of the fourteenth century: Cups, Coins, Swords, and Batons or Cudgels. Of even greater significance, Dummett also made a convincing case for the Islamic Near East as the actual place of origin of the prototypical deck of cards that gave rise to all the other European decks.

THE MAMLÛK CARDS

In 1939 a deck of fifteenth-century hand-painted cards from Egypt was discovered in the Topkapi Sarayi Museum in Istanbul. At the time the decks were created, Egypt was governed by the Mamlûks, a dynasty of Egyptian sultans originally descended from Circassian Turkish slaves brought to Egypt to form a standing army in the thirteenth century C.E. The game played with these Mamlûk cards was known in Arabic as Mulûk wanuwwâb (the Game of Kings and Deputies).

The Istanbul discovery remained unnoticed until it was finally brought to light in a paper written by the cards’ discoverer, L. A. Mayer, which wasn’t published until 1971. The four suits displayed in the Islamic deck consist of Cups, Coins, Swords, and what were believed to be Polo Sticks. In 1980 Dummett fairly conclusively demonstrated that they all showed more than a significant similarity to the suit signs of early Italian playing cards.
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Ace of Cups, Ace of Coins, Ace of Polo Sticks, and Ace of Swords, after fifteenth-century Mamlûk cards



The curved shapes of the Mamlûk Swords make much better sense if we think of them as scimitars, the weapon of choice among medieval Islamic warriors. Likewise, polo sticks—which are what those angular, crisscrossing, and in some instances dragon-headed objects on the Mamlûk cards are believed to be—were known to be heraldic emblems in the world of Islam. The game of polo being unknown in Europe in the fourteenth and fifteenth centuries, these polo sticks were transformed into batons, cudgels, or scepters by European card makers.

Arabic names for the Coin and Cup suits hint that the Mamlûk cards were used for gambling. Indeed, an existing record states that the Mamlûk sultan al-Malik al-Mu’ayyad won money in a game of cards in about the year 1400. The word denari or danari, still used in Italian for the Coin suit, is derived from the Arabic word for the gold Mamlûk dînâr coin. The Cups of the Mamlûk cards are named tûmân, and tûmân is actually the word for a Persian gold coin that was worth at one time ten thousand dînâr coins. The money-derived names also suggest that the Islamic card makers may have copied their playing cards from the oldest playing cards we have on record—Chinese “money cards”made for gambling that make use of three or four suits: Coins or “Cash”; Strings of a Hundred Coins (in which the coins are strung together through holes in their center and look like banded rods); Myriads of Strings (representing tens of thousands of coins and represented by highly stylized oriental personages); and in some packs, Tens of Myriads. We shall examine the puzzle of why Islamic playing-card makers might choose to replace these four suits with Coins, Cups, Swords, and Polo Sticks later.
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Left—Two of Swords (scimitars), after a fifteenth-century Mamlûk card. Right—Two of Swords, after a Tarot of Marseille pattern. Notice how the curve of the scimitars is repeated in the curving sword design of northern Italian tarots.
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Left—Three of Polo Sticks, after a fifteenth-century Mamlûk card. The dragon-head motif will show up later in European tarot decks, notably in the Marseille Two of Cups. Right—Three of Batons, after a Tarot of Marseille pattern. Notice the crisscross Baton motif inherited from the Mamlûk Polo Stick.



Significantly, Islamic playing cards are mentioned in three fifteenth-century Italian manuscripts known as the Chronicles of Viterbo, which state: “In the year 1379 there was brought to Viterbo the game of cards, which in the Saracen language is called nayb.” In fifteenth-century Italy we find the term naibi used for playing cards in general, and in many Spanish-speaking countries they’re still called naipes, from which we probably get the Old English term for a scoundrel, jackanapes. As Dummett concludes, the entry in the Chronicles supplies the only plausible etymology for these odd words, especially when it becomes evident that the word nayb in Arabic means “deputy” or “minister” and refers to two of the court cards in the Mamlûk deck.
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Chinese “money-suited” Dongguan Pai cards from a modern deck using three suits. The cards illustrated are Six Cash (Coins) and Six Strings of Coins (Batons). These cards are still used for gambling. Not so much “cards” as narrow, disposable strips of paper, they come in packs of 120, comprising three “decks.” Each deck of forty is rarely used more than once or twice.



THE CREATION OF THE COURT CARDS

Because of the Islamic prohibition against the depiction of the human figure, the Mamlûk King and two Deputy cards simply show a suit sign, a calligraphic inscription in Arabic that describes the title of the card, and sometimes a flowery aphorism.

When the cards were reinterpreted by European card makers, however, no such Islamic prohibition of images applied, so we now have representational court cards headed by very obvious kings wearing crowns.

The earliest decks used in Italy, Spain, and Germany initially contained only two court cards in each suit in addition to the King: a Superior Officer and an Inferior Officer, deriving from the corresponding Deputies of the Mamlûk deck. The Queen appeared later in German and French decks as a substitute for the Mamlûk Superior Officer, while the Inferior Officer was renamed Knave. Italian card makers liked the idea of this newly invented Queen and gave her a place of her own in the card court, entitling her Reina or Regina. They then bestowed the name of Cavallo (Knight) on the Superior Officer and, like the French, demoted the Inferior Officer to a male Knave or sometimes a female Page, whom they called Fante, Fantesca, or Fantiglia.
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The malik at-tûmân, King of the Ten Thousand (Cups), after a fifteenth-century Mamlûk card. The inscription is the only indication that this card is a king.
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Queen and King of Batons, after the fifteenth-century Visconti-Sforza tarocchi deck. The childlike faces are typical of the style of the painter who created them, Bonifacio Bembo, a favorite designer at the court of Milan.
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Knave and Knight of Batons, after Bembo’s fifteenth-century Visconti-Sforza tarocchi deck. Again, notice how Bembo makes them both look like children in costume.



Some card players apparently became carried away by this idea of court cards. The fifteenth-century painter Bonifacio Bembo was commissioned by his noble Milanese patron Francesco Sforza to paint six court cards for each suit. In addition to what we now regard as the four customary courts, he included a Fantesca and a female Knight in each suit. Luxurious cards hand painted for wealthy patrons, some illuminated with gold and silver leaf and worth considerable sums of money, now allowed artists considerable freedom to invent their own suit signs and indulge creative flourishes. These cards would have been little used for gaming but, rather, kept as fine art objects and stored in custom-made wooden caskets. Maybe this accounts for the number of them that have survived, whereas examples of early printed tarot cards are very rare.

THE NAMING OF THE COURT CARDS

The French notion of naming the court cards of their decks emerged in the early to mid-1400s, about the time the tarot trumps first appeared. The court cards’ names would have been bywords for the French nobility, as the names were taken from popular medieval romances written in the thirteenth and fourteenth centuries. Indeed, many of the male court card names in French card decks are drawn from a medieval grouping of heroes known as the Nine Worthies, three of whom derive from the legendary world of biblical Judaism, three from classical paganism, and three from legendary Christendom. The seventeenth-century poet and dramatist John Dryden describes them in his translation of the poem The Flower and the Leaf:

Nine Worthies were they called, of different rites,
Three Jews, three pagans, and three Christian Knights, . . .

Originating in Les Voeux du paon, “The Vows of the Peacock,” a tale written in 1312 by one Jacques de Longuyon, the Nine Worthies were the incarnations of an idealized, chivalric past that was considered to have existed between five and seven hundred years earlier. As with the stories of the Grail and the Arthurian cycle, Les Voeux seems to have represented the nostalgic fantasies of a fourteenth-century aristocracy about a time and set of ethics that never really existed outside their own minds and maybe in the otherworld of Jungian archetypes.

The Worthies themselves were an assorted collection of heroes: King David of Israel, the patriarch Joshua, the Jewish patriot Judas Maccabeus, Hector of Troy, Alexander (the Great) of Macedon, Julius Caesar, the emperor Charlemagne, King Arthur, and Godfrey of Bouillon—first ruler of the shortlived Christian kingdom of Jerusalem.
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Hector, Caesar, and Alexander, after a fourteenth-century French illustration of the Nine Worthies. Notice how Caesar is crowned with the closed crown of an emperor, whereas Alexander wears the open crown of a king.



The Worthies’ likenesses appear all over Europe, in council chambers, law courts, manuscripts, tapestries, and frescoes, in books of heraldry once the printing press was invented, and of course, in French playing cards. In what has come to be known among playing-card historians as the standard Paris card pattern, the Kings are named after the Worthies Alexander, Caesar, Charlemagne, and David. These heroes were considered to represent the four great empires of the world’s history as conceived in medieval times—those of the Greeks, Romans, Christians, and Jews. The Queens usually bear the names Rachel, Argine, Pallas, and Judith, while the Knaves are named Lancelot, Ogier, Paris, or Joan of Arc’s champion La Hire, and Hector or Roland. Other playing-card patterns, such as the Rouen pattern, differ in their court card names, which tend to be—to quote playing-card historian Ronald Decker—“bewildering in their diversity, obscurity, and their very decipherment” and seem to reflect only the whim of the designer rather than an underlying theme like the Paris pattern’s. However, understanding the relationship between the court cards and the Worthies illuminates much that has hitherto been obscure about their interpretations in cartomancy.
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King David (looking rather startled), after a fourteenth-century French illustration of the Nine Worthies. Notice that he bears his harp, a symbol that we shall be encountering later, as a heraldic emblem on his shield.
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King Arthur and the emperor Charlemagne, after a fourteenth-century French illustration of the Nine Worthies. Note how Arthur holds a banner with three crowns, the flag of his kingdom of Logres, while Charlemagne supports a shield bearing the imperial eagle of the Holy Roman Empire and fleurs-de-lys, indicating his double role as Holy Roman Emperor and king of the Franks.



THE CREATION OF THE TAROT TRUMPS

Just what were the games being played with these fifty-six-card decks whose court cards bore the names of legendary heroes? Besides the trick-taking games mentioned by Rheinfelden in the 1370s, we know for a fact that in 1423 playing cards of some kind were commonly being used for gambling in northern Italy. The fire-and-brimstone monk Bernardino of Siena preached in Bologna at that time against cards—among other things—branding them an invention of the devil, and calling for the townsfolk to burn them in a “bonfire of vanities.” The year1423 is generally considered too early for these cards to have been tarots, but they were no doubt decks printed by woodblock on card—a process that had only just been invented—and hand colored by stencils, rather than the expensive hand-painted decks favored by the nobility. Examples of the type of tarot card that just might have provoked the monk’s pious indignation if they had existed this early can be seen in uncut sheet form in the National Gallery of Art in Washington DC and the Budapest Museum of Fine Arts.
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Trump and court cards, after a fifteenth-century Italian wood-block imprint



On the other hand, Bernardino was probably railing against the regular decks of four-suited Italian cards, as it isn’t until almost twenty years later that we find actual documented evidence of the existence of what we today think of as proper tarot cards.

The consensus among playing-card historians is that the twenty-two trump cards of the the tarot deck were introduced to add an extra dimension to the trick-taking game already in existence. We don’t know exactly who created the first set of trumps or whether the earliest tarot decks were mass-produced in small numbers or created as one-off decks by individual artists. However, we do know that in the year 1442 an entry was made in a “wardrobe register,” or account book, belonging to the aristocratic D’Este family in the Marquis of Mantua’s court at Ferrara, referring specifically to the commissioning from a painter of four decks of trionfi (triumphs), containing “Cups, Swords, Coins, and Batons and all the figures of four packs of trump cards.” Essentially, the trumps were an extra suit of twenty-two picture cards added on to the Italian suit cards, which, when played, could beat any card from any of the other four suits. Today the French and Italian words for a trump are atout and atutti (to all), perhaps implying their superiority to all the other suits. It was the addition of the trumps that changed the regular northern-Italian suited deck of fifty-six cards into a tarot pack.

Playing-card historians today favor the notion that costly tarot decks painted for educated northern-Italian nobility like the D’Estes and the Viscontis were the first to be produced, around 1445. From here their popularity would have spread to the lower ranks of society through the use of printing, first by woodblock, then by etched copperplate. On the other hand, the first tarot decks may actually have originated alongside the standard decks made for mass production sometime between 1440 and 1445, drawing on subject matter which at that time would have been perfectly recognizable to any card player. This is something we shall be looking at in greater detail later.

Art historians have long debated the identities of the designers of the exquisite, hand-painted tarot decks of the aristocracy of northern Italy. Today the painters Bonifacio Bembo and those working in the studio of the Zavattari brothers are among the favorite contenders, based on two distinct styles of painting that can be discerned in the Visconti-Sforza cards from Milan.

Michael Dummett, however, believes that the willingness of the Ferrarese D’Este family to entertain flights of fancy indicates that tarots may have originated in their court at Ferrara rather than among the Milanese Viscontis. The D’Este nobles involved themselves deeply in chivalric tales about Emperor Charlemagne’s paladins, the mystique of which they tried to recapture in elaborate jousting tournaments as well as in the tarot cards they are known to have commissioned. The Museo delle Arti e delle Tradizioni Popolari in Rome possesses eight cards from a D’Este deck, one of which is a Lovers trump thought to depict Ruggiero, a mythical Saracen knight who converted to Christianity, embracing the equally mythical warrior maiden Bradamante, both of whom the D’Estes believed were their actual ancestors. Ruggiero and Bradamante’s tale is recounted in Ludovico Ariosto’s epic sixteenth-century sword-and-sorcery poem Orlando furioso, which embroiders on the Charlemagne legend but spreads its canvas farther south to include Italy as well as France and Germany.
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