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Abstract

This dissertation explores how alabaster funerary sculptures and tapestries created
complex and multifarious alliances between the Habsburgs and members of the high
nobility. It proposes that the Habsburgs and the nobility negotiated their relationships
with one another through commissioning and displaying works of art that used particular
materials, iconographies and styles referencing the politically potent and culturally
significant heritage of the Burgundian dukes and the ancient Roman emperors. The
alabaster sculptures and tapestries discussed in this two-part study were instrumental in
defining and redefining, establishing and renewing these relationships.
Part one is devoted to alabaster funerary sculpture in the fifteenth- and sixteenthcentury Habsburg domain. The origin of great interest in alabaster, together with black
marble (black limestone), was the Carthusian monastery, the Chartreuse de Champmol,
near Dijon, which had housed the tombs of Philip the Bold, and of John the Fearless and
his wife, Margaret of Bavaria. The tombs of the Burgundian dukes became a model for
funerary monuments in alabaster of other members of the family and later also for the
Habsburgs, including Margaret of Austria, who governed the Low Countries as regent
after the death of her husband, Philibert II of Savoy (1480-1504). The tombs of Margaret
of Austria, Philibert of Savoy, and his mother, Margaret of Bourbon in a monastery in
Brou were intended to assert Habsburg-Savoyard alliance in a region equally desirable to
the French for fulfilling their royal ambitions. Following the alabaster and black marble
examples in Dijon and Brou, the tombs of Guillaume I de Croÿ and Marie de Hamal, and
of Cardinal Guillaume II de Croÿ, originally in Heverlee, near Leuven, were located in a
Celestine monastery church that served as a dynastic mausoleum for the noble family.
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The tombs of the Croÿs offer insight into the extent to which the nobles historically
exercised power in the courts of Burgundy and Habsburg, even influencing Margaret of
Austria to include all’antica elements in the alabaster funerary monuments and altarpiece
in Brou that are otherwise designed in late flamboyant Gothic style.
Part two is devoted to exploring tapestries in the Burgundian and Habsburg
collections from the late-fourteenth to mid-sixteenth century. Members of the
Burgundian and Habsburg families were key players in the development of the tapestry
industry in the Low Countries, regulating tapestry production and trade. As an important
part of the rulers’ self-fashioning, tapestries were collected, used as gifts, or hung during
important occasions. To demonstrate how tapestries were used in a particular setting, I
discuss the Seven Deadly Sins set and one tapestry from the History of Scipio Africanus
series, both in the Habsburgs’ collection, that were displayed during the imperial
festivities at Binche and Mariemont in 1549. I examine how these tapestries as well as
the specific activities that occurred in front of them and the particular viewers who
witnessed and participated in these activities effectively and affectively communicated
Habsburg propaganda to the elite local audience, and thereby helped to encourage their
loyalty and support.
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Introduction
Sculpting and Weaving Alliances in the Habsburg Netherlands

Initial ideas about this dissertation emerged from face-to-face encounters with
objects. One encounter of note took place during my visit to the Bayerisches
Nationalmuseum in Munich, home of the alabaster statuette of Judith with the head of
Holofernes by Conrat Meit (c.1480-c.1551) (fig. 1). It is a superb creation that evinces
the sculptor’s deep knowledge of alabaster, a soft material that is white in color and
transparent when polished, and his application of that knowledge in rendering the nude
figure of Judith. Another important encounter was at the Metropolitan Museum of Art in
New York, which hosted a monographic exhibition in 2014 on Pieter Coecke van Aelst
(1502-1550), a contemporary of Meit and designer of some of the most celebrated
tapestries from the Habsburg Netherlands. Coecke’s exquisite tapestries, woven with
yarns of wool and silk that together achieve a transformative effect, filled almost entirely
the walls of the exhibition galleries (fig. 2).
Alabaster sculpture and tapestry of high quality are the focus of the present study.
This may seem like an unlikely pairing, but works in these two mediums share much in
common especially in the elite culture of the Low Countries. Perceived as a type of and
less expensive alternative to marble in Italy, alabaster was a staple material associated
with prestige at court and in the courtly milieu of Northern Europe from the late
fourteenth to the early seventeenth century. Key players in Netherlandish politics
acquired and commissioned alabaster sculptures that fulfilled a variety of functions, from
the devotional and funerary, to the display of precious cabinet pieces. Similarly, many
European rulers and members of the high aristocracy during late medieval and early
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modern periods voraciously collected tapestries, and displayed them during occasions of
social, political, or religious significance. Such hangings were coveted objects that signal
the patron’s preeminent status.
The sixteenth-century patrons examined in this study who participated in the
currency of alabaster sculpture and tapestry are the Habsburgs and the high nobility. By
high nobility I mean specifically high nobles from the Low Countries who occupied
government offices of the Habsburg court, and rulers, such as dukes and kings, who
forged alliances with the Habsburgs through marriage. Margaret of Austria (1480-1530)
and Mary of Hungary (1505-1558), Habsburg regents of the Netherlands, regarded
alabaster funerary sculpture and tapestry as a means to link their lineage to that of the
dukes of Burgundy, whom Habsburg emperor Maximilian I, father of Margaret of
Austria, succeeded after the death of Charles the Bold of Burgundy in 1477. They
appropriated these mediums that their Burgundian predecessors used for self-fashioning
and achieving political goals. In addition, the Habsburgs considered the high nobles
indispensable for sustaining authority in the Low Countries, to the extent of them being,
in Arie van Steensel’s words, “a prerequisite for the very existence of the court itself.” 1
This was crucial in the Low Countries, for the territory was a patchwork of city-states,
and feudal, provincial, and monarchical institutions in which political structures were in
place to prevent the princely court from centralizing its power. 2 Holy Roman Emperor
Charles V of Habsburg (1500-1558), who succeeded Maximilian I, resuscitated a close
partnership with the aristocracy who served the Burgundian dukes in the fifteenth
1

Arie van Steensel, “Noble Identity and Culture: Recent Historiography on the Nobility in the Medieval
Low Countries III,” History Compass 12/3 (2014): 288.
2
Daniel Robert Doyle, “The Body of a Woman but the Heart and Stomach of a King: Mary of Hungary and
the Exercise of Political Power in Early Modern Europe” (PhD diss., University of Minnesota, 1996), 4448.
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century. 3 By the early decades of the sixteenth century, employment in the central
government as stadtholder (or governor), military governor, chancellor, chamberlain,
advisor, secretary, treasurer or other influential posts augmented the nobles’ power, and
offered them great wealth. 4 The high nobles’ membership in the Order of the Golden
Fleece, a chivalric order founded by Duke Philip the Good of Burgundy in 1430,
enhanced the prestige of the court in return. The membership also facilitated the
Habsburgs in managing their noble allies and even, as Paul Rosenfeld noted, “legally
consecrated” their connection with Charles V, who called the members “cousins.” 5
However, because of the high government offices they occupied, the nobles
gained substantial leverage in steering the course of regional and international politics as
well as diplomacy, proving at times dangerous for the rulers, particularly Habsburg
regents of the Netherlands, and their efforts to maintain political order. Although the
nobles were allies of the Habsburgs and pledged loyalty to the imperial family, their
greatest interest was to fulfill their own dynastic ambitions, staunchly protecting and
resisting the Habsburgs’ attempts to curb their power and restrict their prerogatives.
This dissertation explores these dimensions of alliance between the Habsburgs
and the nobles articulated through alabaster funerary sculptures and tapestries. It proposes
that the Habsburgs and the high nobility negotiated their complex and even contradictory
relationships with one another through commissioning and displaying works of art that
3

See C. A. J. Armstrong, England, France and Burgundy in the Fifteenth Century (London: The
Hambledon Press, 1983), 213-36.
4
Ethan Matt Kavaler, “Being the Count of Nassau: Refiguring Identity in Space, Time, and Stone,” in
Image and Self-Image in Netherlandish Art, 1550-1750, eds. Reindert Falkenburg, Jan de Jong, Herman
Roodenburg and Frits Scholten, Nederlands Kunsthistorisch Jaarboek, vol. 46 (Leiden: Brill, 1995), 17-19.
Some of the high nobles, who held governorships and other positions in the Privy Council, were able to
appoint the town magistrates under their governance and extended their military authority. See Paul
Rosenfeld, “The Provincial Governors from the Minority of Charles V to the Revolt,” Anciens pays et
assemblées d'états 17 (1959): 16-27.
5
Rosenfeld, “The Provincial Governors,” 7.
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used particular materials, iconographies and styles referencing the politically potent and
culturally significant heritage of the Burgundian dukes and the ancient Roman emperors.
The alabaster sculptures and tapestries discussed in the chapters were instrumental in
defining and redefining, establishing and renewing these complex relationships.
The analysis and interpretation of objects explored in this dissertation have
benefited from material-based research, which has become a major approach to art
historical inquiry. A growing number of studies have been examining inherent
characteristics and applied meanings of materials, and how the former informed and
impacted the latter. Essays in a volume of Nederlands Kunsthistorisch Jaarboek, entitled
Meaning in Materials, 1400-1800 (2013), and in a book entitled The Matter of Art:
Materials, Practices, Cultural Logics, c. 1250-1750 (2015) place materials at the center
of research, examining them as carriers of meaning, integral to the production and
interpretation of works of art. 6 Another excellent publication that makes significant
contributions to scholarship is Trade in Artists’ Materials: Markets and Commerce in
Europe to 1700 (2010), a volume presenting interdisciplinary research that considers the
origins of materials used by artists, various routes through which materials reached their
destinations, and their availability, cost, and value. 7 From Minor to Major: the Minor
Arts in Medieval Art History (2012) is an exemplary model for illuminating non-

6

Ann-Sophie Lehmann, Frits Scholten, and H. Perry Chapman eds., Meaning in Materials, 1400-1800,
Nederlands Kunsthistorisch Jaarboek, vol. 62 (Leiden: Brill, 2013); and Christy Anderson, Anne Dunlop,
and Pamela H. Smith eds., The Matter of Art: Materials, Practices, Cultural Logics, c.1250-1750
(Manchester: Manchester University Press, 2015).
7
Jo Kirby, Susie Nash and Joanna Cannon eds., Trade in Artists’ Materials: Markets and Commerce in
Europe to 1700, (London: Archetype Publications, 2010). This publication arose from a conference held at
the Courtauld Institute of Art in London in 2005.
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canonical media ranging from jewelry and seals to choir stall carvings and mural
paintings. 8
Furthermore, focusing on materials has encouraged an object-based approach to
research, bridging art history and material culture studies. 9 Design, style, movement and
consumption of objects, and artists’ travels are frequently considered. This strand of
research has illuminated the fact that not only skilled artists had the ability to manipulate
materials, but also certain materials associated with them played a critical role in shaping
the artists’ career. Some publications dealing with objects in this perspective include Rethinking Renaissance Objects: Design, Function and Meaning (2010), which conceives
of the Renaissance as “a culture in which civic, religious and personal status was both
shaped and conveyed by the proliferation of objects that people and social groups owned,
used and developed.” 10 Another related publication that has enriched our understanding
of the consumption of objects is The Material Renaissance (2014), which argues that
human relationships that shape and guide demand were a primary factor in the shifting
values of objects – both quotidian and luxury goods – in Italy from the fifteenth century
to the seventeenth century. 11 In addition, initiatives to bring together scholars with
similar interests have been on the rise, resulting in the formation of research groups such
8

Colum Hourihane ed., From Minor to Major: The Minor Arts in Medieval Art History (Princeton: Penn
State University Press, 2012).
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Peta Motture and Michelle O’Malley, Re-thinking Renaissance Objects: Design, Function and Meaning
(Oxford: Wiley-Blackwell, 2010), 2. Other publications to note here are Bettina Wagner and Marcia Reed
eds., Early Printed Books as Material Objects: Proceedings of the Conference Organized by the IFLA Rare
Books and Manuscripts Section, Munich, 19-21 August 2009 (Berlin: De Gruyter Saur, 2010); Kate
Dimitrova and Margaret Goehring eds., Dressing the Part: Textiles as Propaganda in the Middle Ages
(Turnhout: Brepols, 2014); Anne Gerritsen and Giorgio Riello eds., Writing Material Culture History
(London: Bloomsbury Academic, 2015); and Marguerite A. Keane, Material Culture and Queenship in
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11
Michelle O'Malley, and Evelyn S. Welch, The Material Renaissance (Manchester: Manchester
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as the Material Collective, which has a robust online and offline presence, and
Transkulturelle Verhandlungsräume von Kunst research unit at the Freie Universität in
Berlin. 12 Spearheaded by Ethan Matt Kavaler, scholars engaged in the diachronic study
of ornament have also been offering profound insight into the development and
significance of design. 13 Following this trend, exhibitions showcasing the role of
materials in the development of artistic styles and practices, and in the formation of social
and political implications have appeared within the last ten years. 14
These approaches are especially useful when archival sources related to the
production of objects are scant. They are also useful for exploring how objects were
used, viewed, and interpreted by their contemporary audiences. Examining the objects
and their materials, together with their style and iconography, and comparing them with
other contemporaneous objects of similar contexts, offer insight into the intent behind
each commission and possible goals patrons sought to attain through their patronage.
Contextualizing the objects in the spaces they were originally displayed in relation to
viewership also provides additional information about how specifically they may have
functioned in that original context and whether or not they achieved results patrons
expected.

12

See the Material Collective website: http://thematerialcollective.org/. Transkulturelle
Verhandlungsräume von Kunst recently held in Berlin their last conference, titled “Revisiting the
Transcultural Paradigm in Art and Art History,” on May 19-20, 2017. The Getty Research Institute
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2015-16.
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Yale University Press, 2012).
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I consider alabaster sculptures and tapestries discussed in this dissertation in terms
of Habsburg self-fashioning, especially with regard to the family’s abiding claims to
Burgundian and Roman heritage, and in the context of their relationship with the high
nobility. As much as the Habsburgs looked to the dukes of Burgundy whom they greatly
admired, they looked to classical antiquity, from which the all’antica mode was the new
visual and ideological currency particularly in courts outside of Italy. The nobles utilized
the same artistic and material vocabulary to communicate their high status and assert
their ever-growing authority in Netherlandish politics, strengthening and sometimes
challenging their alliances with the Habsburgs.
In light of these issues, this dissertation has been conceived in two parts, each
composed of two chapters. Part one is devoted to alabaster funerary sculpture in the
fifteenth- and sixteenth-century Habsburg domain. In chapter one, I discuss
characteristics of alabaster, and how it was perceived in Europe until the late Middle
Ages in relation to ivory and marble. Alabaster was understood as a category of marble,
and demand for the material increased during the sixteenth century in Northern Europe,
including Mechelen where Margaret of Austria resided during her regency, due to the rise
of humanism and growing interest in marble sculptures of Ancient Rome and
Renaissance Italy. However, the origin of such interest in alabaster, together with black
marble (black limestone), was the Carthusian monastery, the Chartreuse de Champmol,
near Dijon, which had housed the tombs of Philip the Bold, and of John the Fearless and
his wife, Margaret of Bavaria. In both of these tombs, the aesthetic and tactile appeal of a
series of alabaster statuettes of mourners vertically bracketed by slabs of black marble
effectively conveyed a message to the viewers to remember and to pray for the dukes.
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The tombs of the Burgundian dukes became a model for funerary monuments in alabaster
of other members of the family and later also for the Habsburgs. Margaret of Austria,
Habsburg regent who governed the Low Countries after the death of her husband,
Philibert II of Savoy (1480-1504), regarded alabaster and black marble as materials that
linked her family to her Burgundian predecessors. This was particularly crucial for
Margaret, who was deeply committed to advancing Habsburg hegemony in Savoy, a
geographically and politically important territory governed by Savoyard dukes who had
strong ties to both the Habsburgs and the French since the late fourteenth century. In this
context, I analyze the production of the tombs of Margaret of Austria, Philibert of Savoy,
and his mother, Margaret of Bourbon, by Jan van Roome, and Conrat Meit and his
workshop, in a monastery in Brou, a Savoyard locale. I demonstrate that these
monuments were intended to assert Habsburg-Savoyard alliance in a region equally
desirable to the French for fulfilling their royal ambitions.
Chapter two explores early sixteenth-century alabaster funerary monuments of a
powerful noble family, the Croÿs, who rose to power through their employment at the
Burgundian and Habsburg courts. Their tombs offer insight into the complexity of the
alliance between the Habsburgs and the high nobility, as the Croÿs’ relationship with the
sovereigns oscillated between loyalty and enmity. Following the alabaster and black
marble examples in Dijon and Brou, the tombs of Guillaume I de Croÿ and Marie de
Hamal (destroyed in the late eighteenth century), and of Cardinal Guillaume II de Croÿ
(now in Enghien), originally in Heverlee, near Leuven, were located in the choir of a
Celestine monastery church that served as a dynastic mausoleum for the family. These
tombs are contemporaneous with the tombs in Brou. Most likely carved by Jean Mone, a
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preeminent sculptor in the all’antica mode and a contemporary of Meit, the tombs of the
Croÿs offer insight into the extent to which the nobles historically exercised power in the
courts of Burgundy and Habsburg, and contributed to shaping the sculptor’s career in the
Low Countries. This chapter considers the style and iconography of the tombs new to the
funerary art of the Low Countries, and discusses possible artistic influences on Mone in
creating the classicizing monuments for the Croÿs. Finally, by examining Guillaume I de
Croÿ’s contentious relationship with Margaret of Austria, I propose that the classicizing
tombs of the Croÿs in Heverlee influenced the Habsburg regent to include all’antica
elements in the alabaster funerary monuments and altarpiece in Brou that are otherwise
designed in late flamboyant Gothic style.
Part two is devoted to exploring tapestries in the Burgundian and Habsburg
collections from the late-fourteenth to mid-sixteenth century. Chapter three discusses key
players in the development of the tapestry industry in the Low Countries: artists and their
assistants who designed the tapestries and produced full-size cartoons, master weavers
and their assistants who worked on multiple tapestries at once, tapestry merchants who
sold the final product on the open market or to elite clientele, and some members of the
Burgundian and Habsburg families who regulated tapestry production and trade. I then
discuss collecting and display of tapestries at court, highlighting some of the tapestries
that were used as gifts or hung during important occasions. Some evidence suggests that
tapestries on display affected those who visited the courts of Burgundy and Habsburg for
ceremonial, religious, diplomatic, and political reasons.
As an example of the tapestries’ role in various events, chapter four demonstrates
specifically how some tapestries in the Habsburg collection were used in a series of
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lavish festivities participated in exclusively by local and international elites. I focus on
events at Binche and Mariemont near Mons hosted by Mary of Hungary, who succeeded
Margaret of Austria as regent of the Netherlands. The festivities took place during a
series of joyous entries into Netherlandish cities made by Charles V and Prince Philip of
Spain in 1549 in order to ensure a seamless transition of power from father to son. Highquality tapestries designed by some of the most celebrated artists and woven by leading
tapestry workshops in the Netherlands were displayed in various rooms in Mary’s palace
at Binche and for her hunting lodge in Mariemont. One set of tapestries, displayed in the
grande salle or great reception hall, was the Seven Deadly Sins. These tapestries were
presented alongside panel paintings, frescoes, a mantelpiece, and busts of ancient Roman
emperors to convey an injunction against attempts at challenging Habsburg authority.
The Sins set created an otherworldly realm that provided the backdrop for a splendid
masque performed in the same room. I also show how a tapestry from the History of
Scipio Africanus series played a crucial role in the so-called Salle Enchantée, a room
known for ingenious stage mechanisms and effects appealing to the five senses. Located
next to a towering structure engineered to make tables bearing delectable edibles descend
from above and then to disappear, the Scipio tapestry presented Philip of Spain as a
victorious, divine ruler who guarantees prosperity and stability. By considering the
materials, weaving techniques, iconographic programs of each venue and locations of
these tapestries, I examine specifically how these tapestries as well as the specific
activities that occurred in front of them and the particular viewers who witnessed and
participated in these activities effectively and affectively communicated Habsburg
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propaganda to the elite local audience, and thereby helped to encourage their loyalty and
support.
A note must be made about the dates specified in the title of this dissertation.
They refer to the year the construction of the Brou monastery commenced (1506) and to
the year of the Habsburg festivity at Binche (1549). 15 The intervening years coincide
with a period in which notions about the nobility was changing. The noble families that
wielded formidable power and authority by the early decades of the sixteenth century had
risen to prominence through personal service to the Burgundian dukes during the late
fourteenth to the fifteenth century. 16 Vivre noblement came to entail more dependence on
the sovereign under whom they were employed, cultivating a lifestyle characterized by
conspicuous consumption of luxury goods and residency in castles, and equipping oneself
for advanced administrative tasks through education. 17 As the nobles rose to power and
their visibility in Netherlandish politics increased substantially, Margaret of Austria and
Mary of Hungary made attempts to regulate the largely unrestrained power the nobles
wielded in the central government in Brussels. The regents’ efforts also fall into the
period between 1506 and 1549. Margaret of Austria had confidants such as Antoine de
Lalaing and Hendrik III de Nassau, but she frequently clashed with some members of the
Privy Council and deviated significantly from policies of her nephew, Charles V,
regarding the tradition of the court’s heavy reliance on the nobility. Her most formidable
enemies included Guillaume I de Croÿ (discussed in chapter two), lord of Chièvres and
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tutor to Charles V, and Bernard de Baden, governor of Luxembourg who resisted the
statutes and authority of the Brussels court and rejected the regent’s instructions
delineated in 1528 aimed at prohibiting him from governing the province in his own
terms. 18 Mary of Hungary also consulted her closest allies, but she took some measures
to limit the nobles’ power through mandating provisional governorships (instead of
permanent ones) and residency only in the provinces under their jurisdiction. 19
This dissertation demonstrates that alabaster sculptures and tapestries played
crucial roles in the sculpting and weaving of alliances between the Habsburgs and their
noble allies in the sixteenth century. Some of the key patrons discussed in this
dissertation, namely, Margaret of Austria, Marie de Hamal, and Mary of Hungary, were
deeply committed to advancing the power and authority of their own families. As many
scholars have ably proven, the audacious commissions of these patrons in Brou,
Heverlee, and Binche indicate that these women actively promoted dynastic propaganda
by making critical decisions designed to further the goal of cultivating a powerful and
magnificent familial identity. They were leading players in advancing their dynastic
agendas, which they rigorously pursued and successfully achieved.
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Rosenfeld, “The Provincial Governors,” 30-33.
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PART ONE: ALABASTER FUNERARY SCULPTURE
Chapter One
Carving Alabaster in the Burgundian and Habsburg Netherlands

Commissions for Netherlandish alabaster sculptures, produced in Mechelen and
supplied to Italy, Spain, Poland, Germany, Denmark, and the Low Countries, increased in
frequency both locally and internationally during the fifteenth and sixteenth centuries.
Some of the sculptors who worked primarily in alabaster were court artists to the dukes
of Burgundy, the Holy Roman Emperors from the house of Habsburg, and their regents.
They also worked for the high nobility, furnishing their patrons’ residences and chapels
with statues, altarpieces, and funerary monuments in alabaster. This chapter is concerned
with funerary sculpture of Burgundian and Habsburg rulers in alabaster, which was a
courtly medium associated with dignified status. 20
The alabaster funerary monuments of the rulers and noble families were often part
of much larger commissions, including monasteries that served as a locus of dynastic
burial. Extremely costly and time-consuming to construct, these monasteries are directly
linked to unparalleled wealth and prestige that only the most ambitious and powerful can
demonstrate. Tombs located in monastery churches were guaranteed continuous
visitation and intercession from resident monks, families of the dead, nobles, and
pilgrims for salvation of the soul.
By examining alabaster tombs from two locations in the Burgundian and
Habsburg Netherlands, namely, the Chartreuse de Champmol near Dijon and in the royal
monastery in Brou near Bourg-en-Bresse, I will demonstrate a palpable and ideological
20
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connection the Habsburgs forged with their Burgundian predecessors, demonstrably
expressed through their use of alabaster as the chief medium for their funerary
monuments. To accomplish this, I will first discuss some late medieval and Renaissance
perceptions of alabaster as a courtly material and in its relation to ivory and marble. I
will then analyze the descriptions of alabaster in contemporaneous documents, address
where and how the material was employed in the funerary monuments, and what these
alabaster elements may have implied. I will argue that Margaret of Austria, patron of the
sumptuous monastery in Brou, not only adopted alabaster because of the material’s
association with the Burgundian dukes, but also, through the alabaster funerary sculptures
she commissioned, aimed to secure Habsburg presence and dominance during tumultuous
years of personal and dynastic strife in the early sixteenth century.

Material, Aesthetic, and Associative Qualities of Alabaster
How alabaster of high quality came to be associated with elite status has much to
do with the material’s intrinsic and visual characteristics. As a fine-grained type of
mineral gypsum, alabaster is soft to the touch and translucent in its natural state. It is
varied in color, but white or light-colored types are most commonly used. 21 In order to
preserve the material’s whiteness and translucency, which contribute to its aesthetic
appeal, polychromy on alabaster was limited. 22 When polychromy or gilding was
employed, it was to increase legibility of certain details, such as architectural elements,
patterns on drapery, and accessories, or to enhance select facial features, particularly lips

21
Other types are in tones of yellow, green, grey, reddish brown, and black. Aleksandra Lipińska, Moving
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22
In most cases alabaster sculptures produced in Europe were rarely painted in their entirety. Spanish
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or pupils. 23 The material’s susceptibility to discoloration and abrasion makes alabaster
sculptures most suitable for indoor display, in the form of small devotional figures,
portrait busts, reliefs, domestic altarpieces, and funerary monuments. 24
Two types of alabaster have been known since antiquity: calcite, or “onyx
marble,” and gypsum. 25 A description of these two types appears in the Naturalis
Historia. Pliny describes calcite alabaster as the following:
that which is of a honey color is the most esteemed, covered with spots
curling in whirls, and not transparent. Alabastrites is considered
defective, when it is of a white or horn color, or approaching to glass in
appearance. 26
Regarding gypsum, he notes
The stone that is calcined for this purpose, ought to be very similar to
alabastrites [as in calcite], or else of a grain like that of marble. […]
[When] moistened, [it] must be used immediately, as it hardens with the
greatest rapidity; it admits, however, of being triturated over again, and so
reduced to powder. It is very useful for pargetting, and has a pleasing
effect when used for ornamental figures and wreaths in buildings. 27
From these descriptions, three observations can be made about the ways in which
alabaster was understood. First, despite Pliny’s separate descriptions of calcite and
gypsum, a distinction between the two materials proved challenging to the naked eye.
The calcite and the “calcined” gypsum were treated virtually the same. Second, the
23
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appearance of gypsum alabaster was compared to that of marble. Although Pliny does
present marble as a different material, gypsum bears a resemblance to its enduring
counterpart. Lastly, he remarks that the calcite of honey color and spotty, opaque surface
was thought to be most valuable.
Differentiating calcite from gypsum and gypsum alabaster from marble remained
a challenge in the medieval and early modern periods, but gypsum alabaster became a
preferred material. Not only did the value placed on honey-colored, spotty calcite carry
over to soft gypsum alabaster, but also the whiteness and translucency of the latter were
perceived to be qualities of a precious material. One of the key stimuli for this transfer of
value is the popularity of ivory in the European courts. Numerous quality ivory carvings
were treasured as both instruments of private devotion since the Middle Ages and
esteemed objects in the early modern Kunstkammer. 28
A material compared most often with alabaster, however, was marble, to which,
as Pliny remarked, alabaster bears great resemblance. Durable and white, marble was
used for constructing the effigies of deceased rulers of the French court as early as the
fourteenth century, but obtaining it north of the Alps was still difficult and costly until the
establishment of a trade route with Livorno to transport Carrara marble for church
decorations in the 1620s.
In addition, a great demand for alabaster in the sixteenth century was linked to
pan-European admiration for marble due to discoveries of ancient sculptures and
For a discussion of alabaster and ivory in relation to private devotion, see Lipińska, “Alabastrum, id est,
corpus hominis: Alabaster in the Low Countries, a Cultural History,” in Lehmann, Scholten, and Chapman,
Meaning in Materials, 95-100. Some evidence shows that alabaster was another substitute for ivory, due to
disrupted trade routes from Africa and India. See Woods, “The Supply of Alabaster in Northern and
Mediterranean Europe in the Later Middle Ages,” in Kirby, Nash and Cannon, Trade in Artists’ Materials,
86; and Peter Spufford, Power and Profit: The Merchant in Medieval Europe (London: Thames & Hudson,
2002).
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appreciation for marble sculptures by celebrated Italian artists. 29 As Aleksandra Lipińska
has pointed out, active production of carved altarpieces in Netherlandish workshops,
invigorated by the classical style favored in the circles of Margaret of Austria’s court (for
example, the aforementioned statuette of Judith with the Head of Holofernes by Conrat
Meit, fig. 1), functioned as a basis for the enthusiastic production of alabaster works in
Mechelen and Antwerp that persisted from around 1525 until 1650. 30 The material’s
association with marble cultivated a renewed appreciation of the stone in milieus where
classical taste was appreciated and where humanist interest was deeply rooted in the
tradition of referencing antiquity and Italy. As Lipińska notes, until a more precise
petrological knowledge was assembled and published in the eighteenth century, alabaster
was categorized as a kind of marble. 31 Because they were considered to be in the same
category, alabaster, when worked to reveal translucency and streaks also found in marble,
appealed to the viewer as classical. 32
Because alabaster was more accessible than marble in Northern Europe, it seems
to have been perceived as an ideal substitute for marble. It was imported by sea from
England, which had the largest repositories in Staffordshire and Derbyshire, and by
overland routes from the Jura Mountains in Foncine, Salin, Saint-Lothain, and SaintClaude. With its increasing use in English royal patronage, alabaster came to signify
Lipińska, Wewnętrzne światło [Inner Light], 529.
Alabaster was more available and easy to work on than marble. However, this did not diminish the value
of the softer stone. Lipińska, “Ein tafell von Alabaster zu Antorff bestellen”: Southern Netherlandish
Alabaster Sculpture in Central Europe,” Simiolus: Netherlandish Quarterly for the History of Art 32
(2006): 235. See the following for earlier studies: Adriaan Jansen, “Mechelse albasten,” Handelingen van
de Koninklijke Kring voor Oudheidkunde, Letteren en Kunst von Mechelen 68 (1964): 111-91; Mechelner
Alabaster, ed. G. Derveaux-van Ussel (Trier: Städtisches Museum, 1967); Michael K. Wustrack, Die
Mechelner alabaster-Manufaktur des 16. und frühen 17. Jahrhunderts (Frankfurt am Main: Lang, 1982);
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siècle (Saint Armel: Autoedition, 2003).
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power and magnificence during the age of Edward III (1312-1377), as members of his
household and courtly circle commissioned funerary monuments, altarpieces, and smallscale devotional sculptures in the material. 33
Fifteenth-century documents of the Burgundian court during the reign of Philip
the Bold indicate that alabaster was categorized as a kind of marble. Alabaster is
mentioned repeatedly as the chief material in the documents related to the construction of
the duke’s funerary monument at the Chartreuse de Champmol near Dijon, which I will
discuss below, between 1384 and 1414 (e.g., “les pierres d’alebastre,” “l’alebastre,”
“aulebastre”). These instances include the court records of the fall of 1384 regarding a
payment to Martin le Charreton and Panisse Florant de Dole, indicating that these men
supplied Jean de Marville (d.1389), Philip the Bold’s first imagier (imager-maker or
sculptor), with fifty yards of linen to cover “les pierres d’alebastre” for the tomb. 34 In
1390-91, the court sculptor Claus Sluter, who succeeded De Marville, purchased several
pieces of alabaster from Grenoble through Pierre Beauneveu, most likely a relative of
Andre Beauneveu (c.1335-c.1400), a sculptor involved in the production of the tomb of
Louis de Mâle (1330-1384). 35 In December of the following year, Sluter also obtained
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“une grant pierre d’allebastre” from “Christoffle de la Mer, marchant genneveiz” in
Paris. 36
However, not all materials described as “alebastre” were in fact alabaster. None
of the ducal records distinguish alabaster from marble, or vice versa. A recent restoration
of Philip’s tomb revealed that while the mourners, lion, and angels were made of
alabaster, the recumbent statue of Philip and the arcade of Gothic canopies were in fact
made of marble. 37 As the court records show, both materials were described
interchangeably, and were also mistaken for one another. A significant example of this is
Sluter’s purchase of “une grant pierre d’allebastre” in Paris, where he in fact obtained
marble. The material once believed to be alabaster cost twice the amount of money paid
for a large block of English alabaster for a contemporaneous monument in Normandy. 38
Viewed as a type of and sometimes mistaken for marble, alabaster was a desirable
material for creating an enduring image of the deceased.

The Chartreuse de Champmol: Alabaster and the Burgundians
In early-fifteenth-century Burgundy, an understanding of alabaster as a courtly
material emerged from the Chartreuse de Champmol near Dijon, which became a lieu de
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mémoire for the Burgundians and later the Habsburgs. 39 Consecrated in 1388, the
Chartreuse de Champmol (fig. 3) is a Carthusian monastery founded by Philip the Bold
(1342-1404), the first duke of Burgundy, and his wife, Margaret of Flanders (1350-1405)
as a dynastic mausoleum. 40 It is appropriate to examine alabaster sculptures at the
Chartreuse for several reasons. First, it was Philip the Bold who established Dijon as the
capital of Burgundy when he constructed a ducal palace and established his
administration, as well as the headquarters of the Order of the Golden Fleece in that
city. 41 Located just outside the capital, the Chartreuse fulfilled its role in centralizing
Burgundian power as a mausoleum, where John the Fearless, his wife, Margaret of
Bavaria, Philip the Good, and his wife, Isabel of Portugal were all buried. It was where
the Habsburg Holy Roman Emperor Charles V wished to be buried, and it served as a
model for Margaret of Austria’s monastery church at Brou in Savoy, which I will discuss
later.
Began in 1383, the construction of the Chartreuse involved a host of exceptionally
skillful craftsmen. The architect responsible for the monastery was Drouet de
Dammartin, who was also involved in building the Louvre Palace for Charles V of
France and the palace of Jean de Berry in Bourges. 42 Claus Sluter and his workshop
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produced the impressive portal sculptures of the Virgin and Christ Child adored by Philip
and Margaret of Flanders accompanied by their patron saints, and the “Well of Moses” in
the large cloister. Sluter, his nephew, Claus de Werve, and their respective workshops
carved the tomb of Philip the Bold in the monks’ choir, and Jean de Liège executed the
stalls in the monks’ and lay brothers’ choir. 43 Flemish sculptor Jacques de Baerze and
the painter Melchoir Broederlam executed a gilded wooden high altarpiece with two
painted panels of scenes from the life of Christ.
The political significance of the monastery and a large volume of extant relevant
archival materials have rendered the Chartreuse an attractive subject of research since
Charles-Balthazar Févret de Saint-Mémin’s study in the 1840s and Cyprien Monget’s
three-volume publication from 1898 to 1905. 44 Numerous publications and exhibitions
highlighting the various components of the monastery appeared throughout the twentieth
century. 45 Despite their contributions, studies on the Chartreuse were often
contextualized and analyzed as part of the involved artists’ oeuvre, or for their influence
on the stylistic evolution of late-medieval Flemish art.
Scholars within the last fifteen years have conducted highly insightful studies of
the Chartreuse by devoting themselves to a systematic reconstruction of the monastery,
linking the iconography of each object to other numerous decorations and furnishing
43
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around it, and to considering the ways in which the monastery appealed to and met the
needs of its various audiences. Two recent groundbreaking monographs on the
Chartreuse are Renate Prochno’s Die Karthause von Champmol: Grablege der
burgundischen Herzöge, 1364-1477 (2002) and Sherry Lindquist’s Agency, Visuality and
Society at the Chartreuse De Champmol (2008). 46 Prochno convincingly discusses the
monastery as a locus of Burgundian identity and as a proclamation of a new dynasty. Her
greatest contribution to the scholarship on the monastery is her thorough reconstruction
of the complex based on a careful reading of archival materials generously included in
her book. Prochno’s reconstruction, somewhat undermined by a compartmentalized
presentation of the extant sculpture and paintings, and various spaces in the church, has
been complemented by Lindquist’s study. In her book, Lindquist thoughtfully considers
the integration of art and architecture in creating functions, meaning, and reception in
relation to the agendas and interests of the monastery’s various audiences. The author
breaks away from a traditional art-historical concept of artistic genius creating a new
visual idiom and style; Lindquist instead argues that, in late medieval Europe, the artistic
patronage of Philip the Bold and his wife, Margaret of Flanders, conforms to a
conservative worldview of the Carthusian order, as the Chartreuse “projected a superior
status of the monks, the duke, the duchess, in that order, [and] enabled and regulated the
degrees of liminality permitted to [the patrons].” 47 Concurrent with these monographs is
Susie Nash’s reconsideration of the “Well of Moses” by Claus Sluter. Nash brought to
light the well’s devotional function through its affective presentation of the suffering and
sacrifice of the crucified Christ, whose figure was mounted on top of the group of Old
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Testament kings and prophets. 48 Sophie Jugie’s catalogue for the touring exhibition, The
Mourners: Tombs Sculptures from the Court of Burgundy, brings to the fore the
allurement of forty alabaster mourners that are a crucial part of the tombs of Philip the
Good, and John the Fearless and Margaret of Bavaria. Not only did the exhibition and its
catalogue encourage the audience to appreciate each figure as individuals full of vitality,
but they offered a unique opportunity to examine alabaster’s potential to convey the
corporeality of the robed bodies and emotionality of the mourners. Building on the most
recent studies on the Chartreuse, I will direct my attention to the tomb of Philip the Bold,
particularly to the alabaster elements that became a reference point for the Habsburgs in
the sixteenth century.
The tomb of Philip the Bold was destroyed during the French Revolution and
scholars are working from reconstructions based on earlier prints and drawings. The
reconstructed tomb of the duke is monumental, measuring nearly seven feet wide, eight
feet tall, and eleven feet long. 49 It was located in the monk’s choir, which is behind two
walls that separated it from the lay brother’s choir in the vestibule. 50 Near the ducal tomb
were an altar for the Carthusians to intercede for Philip’s soul during Mass, ducal
portraits, seventy-two choir stalls, a large lectern made of brass, small paintings bearing
the arms of the duke, adorned lancets, and a sculpture of the Trinity. 51 According to
Lindquist, the tomb was seen by a wide range of audiences, from the duke and duchess,
nobles, ecclesiastical visitors and preachers, to pilgrims and laity, both male and
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female. 52 The tomb was designed and carved by Sluter and his nephew, Claus de Werve,
and their workshop, and painted and gilded by Jean Malouel. The polychromed marble
effigy (or gisant) shows the recumbent duke folding his hands in prayer as angels
accompany him on each side of his head, and a lion, symbol of courage, rests near his
feet (fig. 4). 53 According to eighteenth-century drawings, the figure of Philip wore armor
that was exposed by an opening of his robe on one side (fig. 5). 54 He also had a sword
next to him and a scepter that was placed across his body. 55 What supports the effigy is a
slab of black marble (or marbre noir, which is in fact black limestone), a chest
surrounded by forty-one alabaster mourners (or pleurants) underneath marble Gothic
canopies, and an additional set of black marble slabs. 56 Long lost, forty-one small angels
were attached to the canopies. An epitaph made of copper had an inscription naming the
parents and titles of the duke, stating the date of his death, and encouraging the visitors to
pray for his soul. 57
The design of Philip’s tomb was conceived in accordance with the norm of elite
funerary monuments in France. The tombs of the late Capetians at the abbey of
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Royaumont near Paris gave a notable stimulus to the Burgundian funerary monuments in
terms of iconography, style, and material. 58 A cortege of mourners representing the
clergy individually framed by thin colonnettes and trefoil arches along the chest first
appeared in the tomb of Philippe Dagobert (fig. 6), brother of Louis IX (or Saint Louis,
1214-1270). 59 The Rayonnant tomb of Louis de France (d. 1260), eldest son of Louis IX,
now at Saint-Denis, included significantly more decorative elements in the colonnettes
and arches, and achieved a greater naturalism in its mourners attached to the wall behind
them than those from Dagobert’s tomb (fig. 7). 60
The use of alabaster, and white and black marble for the tomb of Philip suggests
that fourteenth-century royal tombs in France and England also served as a reference for
the Burgundian duke. The combination of marble effigies, mourners and architectural
decorations in alabaster surrounding the chest, and black marble slabs appeared in the last
Capetian tombs in the 1320s, and into the middle of the century, such as the joint tomb of
Jeanne de Boulogne (1326-1360), wife of King John II the Good of Valois, and Philip of
Burgundy (1323-1346), count of Boulogne and Jeanne’s first husband, at Sainte-Chapelle
in Dijon. 61 The joint tomb of Charles V of France and Jeanne de Bourbon at Saint-Denis
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(fig. 8), produced sometime around 1364 and 1366 by Andre Beauneveu and Jean de
Liège, consists of marble gisants on a slab of black marble and six alabaster or marble
statuettes of the clergy in an arcade. 62 In England, Jean de Liège’s tomb of Philippa of
Hainault, wife of king Edward III, featured the same type of materials for the effigy,
mourners, and an arcade of canopies.
However, the tomb of Philip the Bold also departs substantially from its
prototypes. The effigy of the duke does not include an architectural canopy, which is a
staple element of late medieval elite tombs (e.g. tomb of Charles V of France and Jeanne
de Bourbon, fig. 8) that, in Michael Camille words, “elevates [the figure] […] within an
eternal, ecclesiastical order.” 63 Instead, kneeling angels flank Philip’s head, alluding to
divine favor. In addition, the mourners walking and pausing within the arcade are of an
innovative composition, contrary to static mourners confined to niches often found in
French royal monuments at Saint-Denis (fig. 9). 64 Figures of a bishop, a deacon,
Carthusian monks, cantors, choirboys, court officials, noblemen, and members of the
ducal family gather beneath Philip in lamentation and intercession. Although they are not
actual portraits of the mourners, the figures are individualized by their minutely rendered
gestures, facial features and expressions, and by the particular drape of their voluminous
robes.
These alabaster mourners are partially polychromed and gilded. Malouel
meticulously painted the mourners’ belts, rosaries, and devotional books carried either by
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hand or in a bag (fig. 10). In addition to the arcade of canopies above the figures,
patterns on the bishop’s liturgical vestment and crosier have been gilded to accentuate the
ecclesiastical elements. The soft white color of alabaster, which is polished extensively
for a smooth, impeccable finish, replicates the texture of the skin of the mourners, while
enhancing the movements of the drapery, which, in some cases, solely convey different
states of grief. 65
Lindquist postulates that the series of mourners represent a funeral procession,
and thus, the figures of Carthusians “usurp the privileged position at the head of the
procession,” which appeared “unnaturally white” because the non-clerical mourners
would have worn black or brown garments. 66 She argues that the whiteness of alabaster,
most of which is left unpainted, suggests that the figures collectively appear to have worn
the white habit of the Carthusian monks. 67 Despite Lindquist’s insightful argument, it
must be noted that it is not entirely clear if the series of mourners were meant to represent
a funerary procession. As Prochno has observed, the mourners do not uniformly stand in
the same direction. 68 Some figures, particularly those whose heads are completely
covered by a cowl, face towards the viewer, while others orient their bodies towards each
other. Several figures cope with sorrow by meditating on life and death through reading
devotional books. Mourning is thus a shared activity between the figures and the
audience, and amongst the figures themselves, and would not be expressed in this way
during a procession.
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To the contemporaneous audience, the alabaster mourners stood out, not because
they appear to wear white Carthusian habits in a funeral procession, but precisely because
they are mostly unpainted. Nor would they have looked unsettling to the high aristocracy
who would have at least been aware of royal tombs in France and England. 69 The
translucency and whiteness of alabaster, which is rarely fully polychromed, contrast
sharply with the polychromed effigy of the duke and other painted objects in the choir.
Soft, white alabaster mourners appear even more conspicuous when bracketed by the
slabs of hard black marble. Due to such strong contrast of color, the viewers are
encouraged to look closely at the alabaster figures mourning and remembering the
deceased duke, acting as a prompt for the viewers’ own process of mourning and
remembrance.
Monumental, innovative and visually compelling, Philip the Bold’s tomb served
as an impetus for other elite tombs during the fifteenth century. The third duke of
Burgundy, Philip the Good (1396-1467) commissioned Jean de la Huerta, who worked
from 1443 to 1456, and later Antoine le Moiturier, who worked from 1461 to 1469, to
create a joint tomb for his deceased parents, John the Fearless (1371-1419) and Margaret
of Bavaria (1363-1423) based on the tomb of Philip the Bold (fig. 11). 70 Completed in
1470 and placed also in the monk’s choir at the Chartreuse, the joint tomb of John and
69
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Margaret is a faithful replica of the first ducal tomb with the same materials and format
although it is double in size. Two polychromed recumbent figures in white marble lie
side by side, each accompanied by a pair of angels larger than that of John’s predecessor.
Some of the alabaster mourners of John and Margaret’s tomb are exact replicas of those
of Philip the Bold’s tomb. 71 The canopies above the mourners have a composition
similar to those in Philip’s tomb, with a more pronounced flamboyance. Slabs of black
marble once again support the gisants and the mourners. The tomb of John the Fearless
and Margaret of Bavaria encapsulates an enduring dynastic image conceived through the
use of alabaster, and white and black marble.
Also influenced by Philip the Bold’s tomb, funerary monuments of other
members of the house of Burgundy were constructed from alabaster and black marble.
Philip the Good commissioned tombs of his first wife, Michelle de France (1394-1422),
daughter of King Charles VI of France (fig. 12) at St. Bavo in Ghent, and of Charles I of
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Bourbon (1401-1456) and his wife and daughter of John the Fearless, Agnes of Burgundy
(1407-1476) in Souvigny. 72
As I have discussed, the tomb of Philip the Bold’s use of material and the unique
visual language of white marble, alabaster and black marble is common to dynastic
monuments both before and after the duke’s tomb was built. These shared materials and
visual language serve to create aesthetic and dynastic continuity and also to create
political ideologies and alliances. 73 At the same time, Philip’s tomb encouraged viewers
to participate in mourning and remembering the duke through the acutely detailed carving
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and the innovative composition of the mourners in alabaster appearing even more
pronounced when bracketed by slabs of black marble. This agenda of the tomb was
effectively communicated, as the tomb became an enduring model for the Burgundians,
the Habsburgs, and the high nobility. The idea of alabaster as a marker of a Burgundian
association crystalized during the regency of Margaret of Austria, who emphasized her
dynastic lineage through a display of portraits of her predecessors at her palace in
Mechelen and through alabaster tombs at her mausoleum at Brou in Savoy, which is the
subject of the final section of this chapter.

Habsburg Emulation: The Royal Alabaster Tombs in Brou
In the early sixteenth century, Margaret of Austria commissioned a monastery at
the Augustine church of St. Nicolas Tolentino at Brou, near Bourg-en-Bresse in Savoy
(fig. 13). The church houses tombs of her husband, Philibert II of Savoy (1480-1504),
her mother-in-law, Margaret of Bourbon (1438-1483), and her own (fig. 14). This
monastery church is located almost directly south of and about 84 miles from the
Chartreuse near Dijon.
Dijon remained the capital of the Burgundian domain that incorporated most of
the Low Countries, although with Philip the Good’s reign, economic and political gravity
of Burgundy shifted to Flanders. 74 Philip the Bold acquired the duchy of Burgundy from
his father, King John the Good of France as a fief, not an apanage; this meant that he had
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the ability to exercise greater judicial power and did not need a male heir. 75 However,
when Philip the Bold’s last direct descendant, Charles the Bold, died at the Battle of
Nancy in 1477 without a male heir, King Louis XI of France asserted that the Burgundian
territories must be returned to France. After over a decade of negotiations to block the
French reclamation, Maximilian I, who married Mary of Burgundy, daughter of Charles
the Bold, had to relinquish the duchy of Burgundy to France in 1487. The Habsburgs
instead strengthened their ties with, among others, the house of Savoy, rulers of a duchy
that had been elevated from a county by Holy Roman Emperor Sigismund, grandfather of
Maximilian, and who had links to the Burgundian dukes from the marriage between
Count Amadeus VIII (1383-1451) and Mary of Burgundy (1386-1422), daughter of
Philip the Bold. 76 As the duchy of Savoy bordered France to the north and the west and
Italy to the south, this Habsburg-Savoyard alliance fostered through Margaret of
Austria’s marriage to Philibert II of Savoy in 1501 opened a gateway for the Habsburgs
to increase their presence in the Franche-Comté and reinforce their alliance with northern
Italy. 77
However, the house of Savoy also had equally strong ties to the French court.
Amadeus IX (1435-1472), grandson of Amadeus VIII, was brother-in-law of Louis XI of
France, who married Charlotte of Savoy (d. 1483). Amadeus IX’s wife, Yolande de
France (d. 1478), promoted French taste in the Savoyard court with her employment of
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Dauphinese and Lyonese artists. 78 Moreover, frequent changes in leadership – that is,
five dukes in just 39 years, from Louis of Savoy (1413-1465), father of Amadeus IX, to
Philibert II, husband of Margaret of Austria – resulted in a weakened court, vulnerable to
be subsumed by France. 79 France eventually conquered Savoy in 1536, six years after
the death of Margaret of Austria. Foreseeing this subjugation, Margaret was keen on
strengthening the Savoyard alliance with the Habsburg court even after she returned to
the Low Countries as a regent of the Netherlands in 1507.
In this context, it was important for Margaret to establish her mausoleum in
Savoyard Brou, not in Mechelen, where her palace was located. Scholars often attribute
the regent’s motive for founding the mausoleum in Brou to fulfilling her mother-in-law’s
vow to rebuild a monastery on behalf of her deceased husband and, in effect, to asserting
her own dynastic claims of power and legitimacy. However, Margaret’s decision to
construct a dynastic mausoleum in Savoy had as much to do with Habsburg hegemony as
self-promotion. Two years into her regency, while the construction was underway,
Margaret announced her plans to retire in Brou and requested that her body be buried
there along with Philibert and Margaret of Bourbon. 80 With this change of plans,
Margaret had the monastery significantly enlarged and embellished by the hands of some
of the most skillful artists. The archival sources concerning the construction show that
the regent was greatly involved in the project, despite the fact that she was residing in
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Mechelen. 81 Constructing the mausoleum in a region adjacent to the duchy of Burgundy
was a conspicuous and monumental reminder to the French of the strength of
Burgundian-Habsburg alliances and influence in that region. Thus it is not surprising that
the Brou mausoleum is dedicated to the cross of Saint Andrew, the patron saint of the
Order of the Golden Fleece founded by Philip the Good. 82
Margaret of Austria’s monastery church at Brou has long been the object of
scholarly attention throughout the twentieth century, thanks to its exceptionally wellpreserved state and a seminal publication in 1927 by Max Bruchet, who included archival
materials associated with the construction of the church. Within the last two decades,
studies on medieval and Renaissance widowhood, queenship, and the patronage and
collecting of female rulers have made Margaret of Austria, as well as the Brou
monastery, all the more compelling and intriguing a subject for further investigation. 83 In
2003, Ethan Matt Kavaler offered an enlightening study on the flamboyant Gothic idioms
aesthetically fundamental to the Brou monastery, by suggesting that the style “remained
current for funeral chapels of the high nobility” especially in Spain, where Margaret had
strong ties through her previous marriage with Juan of Castile. 84 A conference solely
devoted to the monastery in 2006, marking the 500th anniversary of its foundation,
brought together scholars who examined art and architecture of Brou in its local,
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regional, and international contexts. 85 Most of the discussions involved iconographic and
stylistic analyses, Margaret’s role in the construction of the monastery, and the oeuvre of
the artists who participated in the construction; only one paper dealt with the materials of
the sculptural work, namely, marble, and the ways in which it reached Brou. A few years
later, Kim Woods and Lipińska published insightful studies on the materials employed in
the Brou monuments. Woods discussed the tombs and the chapel of Margaret of Austria
at Brou and demonstrated that alabaster was a material that catered to the elite by
pointing to its high value at the English and Habsburg courts. 86 Lipińska offered a
nuanced and thoughtful analysis of the alabaster tombs in Brou by considering the
agendas and interests of those who recommended alabaster from certain quarries and the
aesthetic, economic, social, and political implications associated with the stone. 87
Informed by these studies, I will focus in this section on the significance of the
Burgundian tombs at the Chartreuse in Dijon for those in Brou with regard to materials in
order to suggest aesthetic and political links between Burgundy and Habsburg.
The foundation of the Brou mausoleum was laid in 1506. This building project
was significantly influenced by the Chartreuse de Champmol in terms of its size and
purpose. It was a monastery church in the flamboyant late Gothic style. Until its
consecration in 1532, numerous sculptors, architects, and glassmakers were involved in
the project. The initial team of artists, Jean Perréal and Michel Colombe, was involved in
the early stages of the construction until Lodewijk van Boghem from Brussels was
appointed architect for the church in 1512. Jan van Roome, also invited in for the
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construction, designed an altarpiece of the Seven Joys of the Virgin (fig. 15) and the
tombs, for which he submitted a detailed drawing in 1516. Van Boghem and his
workshop were responsible for the altarpiece and the architectural components of the
funerary monuments. For reasons remaining unknown, van Roome fell out with the
regent, and Conrat Meit, Margaret’s court sculptor, and his workshop executed the tombs
in 1526. Meit and his assistants were to produce the five life-size recumbent effigies
(two of each for Margaret and Philibert, and one for Margaret of Bourbon), animals as
guardians of the three persons, and fourteen putti. Jean Brachon, Jean Orquois, and
Antoine Noisin from Lyon executed the stained-glass windows between 1525 and 1531. 88
Similar to the Chartreuse, the Brou mausoleum hosted a range of visitors,
including pilgrims, who were granted indulgences as decreed in the bull of 1506 by Pope
Julius II. 89 The relic of two thorns from the crown of thorns Margaret of Austria received
from the pope further encouraged pilgrimage to Brou. 90 Visitors would have entered
through the portal of the church, which was not completed until 1546, and see a jubé, a
rood screen, in the late Gothic style. The interior and exterior of the church are unified
through the reoccurring ogival trefoil arch with tracery, tabernacles, and openwork, the
cross of St. Andrew, the interlaced “PM” (for Philibert and Margaret), and the motto of
the regent, “FORTUNE INFORTUNE FORT UNE.” On the other side of the jubé, choir
stalls decorated with figures from Old and New Testaments are located on both sides of
the chancel. The alabaster and white and black marble tombs of Margaret of Bourbon,
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Philibert II of Savoy, and Margaret of Austria are situated to the east of the choir stalls
(fig. 14).
Margaret of Bourbon’s alabaster tomb is embedded in the south wall of the choir
(figs. 16 and 17). The head of her effigy rests on a brocaded pillow, and a dog guards her
by her feet. Margaret, with her hands gently folded, faces outward towards the tomb of
her son. The recumbent figure is supported by a slab of black marble, which, with
another slab of the same kind, brackets a small entourage of four mourners alternating
with five putti (one currently missing) holding her coats of arms in-between. Four larger
putti with coats of arms stand around the recumbent figure. An ogival trefoil arch with
tracery adorns the top of the architectural frame that surrounds the effigy. The statuettes
of Saints Margaret and Andrew, patron saints of Margaret of Bourbon and of the
complex, respectively, stand on either side of the frame underneath the tabernacles.
Philibert’s tomb, situated between the tombs of Margaret of Bourbon and
Margaret of Austria, was conceived in two tiers, with the lower transi in alabaster
representing him in his ideal, youthful state, and the upper gisant in marble at the time of
his death (figs. 18 and 19). Each effigy is supported by a slab of black marble.
Ornamental elements stemming from the shallow trefoil arch with tracery extend to the
upper black marble slab, and the piers into which niches are carved for statuettes of saints
placed underneath the tabernacles cover parts of the edges of the lower slab. Between the
double-spanned piers is the alabaster transi of fair Philibert wrapped with linen in eternal
sleep. Replicating the saints below, six marble putti in diverse poses hold the duke’s
insignia or military equipment as they surround the gisant. The figure of Philibert gently
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folds his hand and turns his head to his left, facing Margaret of Austria, who also gazes
back at him.
The tomb of Margaret of Austria, by far the most elaborate in the choir (fig. 20),
rests under a monumental canopy of flamboyant Gothic style. Conceived with composite
pillars, quatrefoils, and ornate steeples, the canopy is replete with Margaret’s motto,
emblems referring to her ancestry and alliances, including the ribbon of Burgundy, the
imperial eagle of the Habsburgs, and the cross of Savoy (fig. 21). Personal devices such
as the interlaced “PM” (for Philibert and Margaret), marguerites (or daisies), and love
knots also decorate the structure. Paralleling Philibert’s effigies are two recumbent
figures of Margaret, one on the upper and one on the lower tier, each supported by slabs
of black marble. The upper gisant in marble shows the crowned, somewhat aged regent
crossing her arms across her chest, while the lower transi in alabaster depicts the youthful
Margaret in sleep wearing a flowing chiffon dress (figs. 22 and 23). Two pairs of putti in
marble on the upper tier holding her coat of arms and a slab stand near Margaret’s head
and feet (fig. 24).
The regent’s tomb is located between the north end of the choir and her chapel.
The chapel features a towering altarpiece of the Seven Joys of the Virgin (1513-1528) in
alabaster flanked by alabaster statues of Saints Anthony and Philip, patron saints of the
church and of Philibert, respectively, underneath the tabernacles on the corners of the
chapel (fig. 15). The predella of the Annunciation and Visitation is framed by black
marble at the base and along the composite columns. The north wall of the chapel is
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adorned with a stained-glass window of the Assumption of the Virgin above architectural
reliefs in alabaster. 91
As these monuments show, alabaster, and white and black marble were staple
materials of the mausoleum’s sculpture. According to Michel Colombe, alabaster
quarried in Saint-Lothain was chosen at the recommendation of Jean Lemaire, a historian
who entered the service of Margaret of Austria in 1502 and supervised the overall
construction at Brou until 1512. Colombe noted that the alabaster is “in good season and
the ancient layers uncovered with large and ample clearings made on the right spot, this is
a very good and very safe alabaster marble, very smooth and very easy to polish to
perfection, […] without having to search for other marble in Italy and elsewhere.” 92
Marble was supplied to Bourg-en-Bresse by Humbert Grillet, who forged a connection
with Margaret of Austria through his family. Humbert was able to obtain Carrara marble
from his Florentine son-in-law, Pietro Ciapponi (or Pierre Chappon), who is documented
as accompanying Charles VIII of France during the Italian wars in 1494. 93 Black marble
was supplied from near Doornik or Namur. 94 The provision of alabaster and marble was
considered partially for practical reasons. The contract for the effigy of Margaret of
Bourbon remarked that alabaster should be used because it is “en lieu remot, qui ne se
peut dampniffier [damage] comme les autres.” 95 To prevent damage, alabaster was used
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for the framed transi on the protected lower level of the tombs of Margaret of Austria and
Philibert, whereas the upper gisants were carved in the more durable marble.
As Marie-Françoise Poiret and Lipińska have pointed out, selecting the materials
for the tombs involved a complex process and was discussed numerous times between
1510 and 1511. 96 For the purpose of this chapter, it is important to examine references to
the Chartreuse in conceptualizing the mausoleum at Brou, which was to articulate
Savoyard-Habsburg alliance strengthened through their shared pedigree with Burgundy.
Margaret appears to have already known that alabaster was used for the ducal tombs at
the Chartreuse in Dijon, where she visited in 1501 on her way to Geneva to meet and
marry Philibert II of Savoy. 97 In her mandate of June 30, 1510, Margaret requests that
to follow the example of our predecessors, duke and counts of Burgundy,
we shall work to have good quality of black marble […] and other large
quantity of white marble, which is called alabaster, that can be found in a
good quarry in the said Saint-Lothain in Poligny. 98
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These words indicate Margaret’s knowledge of the materials, through which she
identified herself as a Burgundian. Because of the dynastic implications of these
materials, she seems to have been cautious about using the appropriate quality of
alabaster for her mausoleum as she had sent her courtiers more than once to bring back
alabaster quarried in Saint-Lothain. 99 She even directed her secretary and clerk, Louis
Barangier, to search the Dijon court archives for accounts of the cost and exact type of
alabaster used for the tombs of the Burgundian dukes. 100 In his letter to the regent, dated
November 20 and 25, 1510, Lemaire emphasized the significance of the material in
bridging the Burgundian past and the Habsburg present:
My Lord, when I said, for a small stone I did not send which was not of
the similar fissure and appearance to quarry quickly, we need to dismiss
all the rest? Mourn now to God, Madame [Margaret of Austria] saw
beautiful and magnificent fragments in all perfection! […] Master
Anthonie of Paris [Antoine de le Moiturier], very original sculptor, who I
had come across, had carved the last sculpture in Dijon, known as that of
the good duke Philip [correction: John the Fearless], your great ancestor
whom God pardons. Why did he repudiate alabaster of England, from
where it had been quickly brought, and that of Grenoble in Dauphine and
from elsewhere, and decide on your stone of Saint-Lothain, if he did not
find through experience that it exceeded all the others in value […]? And
why, in sending one for King Louis XI who was greatly supplied by the
said Master Anthonie, as testified by captain [Simon de] Chantra and the
ancestors of the country, whom I examined, the same cannot be recovered
elsewhere? 101
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Together with the authentication of le Moiturier, who masterfully sculpted the gisants,
some mourners, and the miniscule canopies for the tomb of John the Fearless, Lemaire
used the unsurpassed quality of Saint-Lothain alabaster found at the Chartreuse to address
the continuum of Burgundian-Habsburg supremacy over their English and French
counterparts. The importance of selecting Saint-Lothain alabaster is thus inextricably
linked with the Burgundian lineage of Margaret of Austria against the backdrop of
volatile conflicts between courts in the early sixteenth century. In this vein, alabaster,
together with white and black marble, was actively appropriated, and the aesthetic and
material connection between the Burgundians and the Habsburgs, between the Chartreuse
de Champmol and Brou, was grounded in political ideology.
Additional references to the Chartreuse can be found at Brou. The statuettes of
mourners below the effigy of Margaret of Bourbon resemble their earlier counterparts in
Dijon. The stained-glass windows in the apse display coats of arms of Margaret of
Austria’s paternal and maternal predecessors, as well as the initials “PM,” which also
decorate the Chartreuse for Philip the Bold and Margaret of Flanders. 102 The interlaced
initials, in particular, were not merely indicative of Margaret’s blissful marriage with
Philibert. They are suggestive of Margaret’s position as duchess of Savoy by marriage,

her status by possessing natural resources, and the aesthetic significance. Lipińska, Moving Sculptures, 3637. E. M. Bancel, Jehan Perréal dit Jehan de Paris, peintre et valet de chambre des rois Charles VIII,
Louis XII et François Ier (Paris: H. Launette, 1885), 186-187; and Poiret, “Marbres et albâtres dans l’église
de Brou,” 100.
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Regarding these stained-glass windows, see Christian de Mérindol, “Le programme iconographique du
couvent de Brou: Réflexions sur les églises à destination funéraire,” in Demeures d'éternité: églises et
chapelles funéraires aux XVe et XVIe siècles, ed. Jean Guillaume (Paris: Picard, 2005), 147-56, esp. 15053; and Eichberger, “Distance physique – proximité spirituelle.” For a discussion of the initials M and P in
the mausoleums at the Chartreuse and the Brou, see Gelfand, “Margaret of Austria and the Encoding of
Power in Patronage,” 157.
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and that her relationship with the deceased duke and, by extension, with Savoy as a
Habsburg, was inseparable.
Connecting Burgundy and Savoy through materials and iconography was
particularly paramount to Margaret on two levels as the only surviving descendent of the
Valois Burgundians. Her Burgundian association was necessary for asserting and
maintaining her authority over the Savoyard territory, under the new leadership of
Charles II of Savoy (1486-1553), half-brother of Philibert. From the Treaty of
Strasbourg in 1505, the archduchess obtained concessions, such as nomination of the
members of the Council of Bresse, and the authority to govern the province, in addition
to her existing judicial powers to pardon serious offense and nominate judges. 103
However, once Margaret left Savoy in 1507 to commence her regency in the Low
Countries, Charles II and his local supporters attempted to diminish her authority over
Savoy. The distance between Savoy and Mechelen, where she established her primary
residence, created greater challenges for the archduchess to gain jurisdiction over the
region. 104
Furthermore, the significant presence of alabaster sculpture at Brou can be
interpreted as a calculated political statement by the Habsburgs directed at the French
court. 105 Philibert’s death left the French and the Habsburgs to battle each other for
dominance in Savoy. Charles II was an indecisive duke, ill prepared to conduct shrewd
political maneuvering. After succeeding Philibert, he long stood ambivalent regarding
siding with the Habsburgs or the French. This stance was evident particularly during the
103
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Brepols, 2010), 104.
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War of the Holy League (1508-1516). Charles II’s support of Louis XII of France
expressed in his entry into Lyon with the French king in 1511 and in his participation in
the king’s marriage with Mary Tudor in 1514, earned him both favor and a pension from
the French crown. He supported the interests of the French in the Treaty of Noyon
(1516), through which the French possession of Milan by Francis I, who succeeded Louis
XII, was recognized. 106 Charles II did not appear at the imperial election of 1519, in
which Charles V was chosen in favor of Francis I; the duke of Savoy instead sent his
brother Philip as a Savoyard representative. 107 Margaret seemed to have been acutely
aware of the possibility that Charles II may side with King Francis I of France, even after
Charles V gave him the title of Vicar of the Holy Roman Empire. 108 Margaret eventually
arranged for the duke of Savoy’s marriage to Charles V’s sister-in-law, Beatrice of
Portugal, in 1521 to strengthen the Habsburg-Savoyard alliance. 109
The Burgundian links unequivocally asserted in the Brou mausoleum through
materials and iconography reflect the unsettling political situation of Savoy throughout
Margaret’s regency. A conscientious choice of using Saint-Lothain alabaster, combined
with white and black marble, and the portrayal of the regent as a crowned, autonomous
ruler – instead of her frequently distributed official portrait as a widow (fig. 25) – served
to reinforce the Habsburg claim of Savoy. 110
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Conclusion
As I have explored in this chapter, materials functioned as a crucial element to
both self-fashioning and articulating dynastic claims. Alabaster, accompanied by black
marble, was a key material for Burgundian and Habsburg funerary monuments from the
fifteenth to the early sixteenth century. Alabaster was a material language shared among
the courts of England, France, and the Burgundian Netherlands and employed for forging
and expressing an identity associated with high status, and formidable power and
authority. By the turn of the sixteenth century, the Habsburgs took up the same material
for their self-fashioning, promoting themselves as descendants of the Burgundian dukes,
whom they greatly admired, and thereby articulating their rightful ownership of the
territories governed by their predecessors. Furthermore, during a tumultuous period of
the War of the Holy League and of strife with the French over Savoy, the alabaster tombs
in Brou were used as a marker of the Habsburg-Savoyard alliance.
If the evolution of the Brou monastery project responded to political relationships
between the Habsburg and other European courts, it was not impervious to other
constituents of power within the Habsburg domain. The following chapter will discuss
two alabaster tombs in Heverlee, near Leuven, that demonstrate the complexity of the
Habsburgs’ alliances with the high nobles in the Low Countries.

Eichberger and Lisa Beaven, “Family Members and Political Allies: The Portrait Collection of Margaret of
Austria,” The Art Bulletin 77 (1995): 228.
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Chapter Two
Alliance, Emulation and Competition at Heverlea Celestina

“This sepulcher and representation have been executed for and granted to
the illustrious and reverential titular cardinal-prince of Saint Maria in
Aquino, archbishop of Toledo, primate of Spain, chancellor to the king of
Spain, bishop and duke of Cambrai, prince of the Holy Empire, count of
Cambresis, Father of Affligem, who died in the imperial city of Worms in
Germany of the emperor Charles V on January 6, 1521. He was laid and
buried here and the cloister of the Celestines, which he left, each created
by eight hundred florins. The said sepulcher has been perfectly repaired by
the illustrious and excellent prince Monsieur Charles, lord and duke of
Croy and of Aarschot, and was worked on during the year 1605.” 111
This seventeenth-century inscription refers to Cardinal Guillaume II de Croÿ
(1498-1521), for whom a funerary monument was created, and credits Charles II de Croÿ
(1560-1612) for repairing it after the iconoclasm in the previous century. Tucked away
on the streets of present-day Enghien, a Capuchin convent has been home to the
cardinal’s towering alabaster funerary monument since the early nineteenth century (fig.
26). 112 The convent once belonged to the Arenbergs, one of the most powerful noble
families of the Low Countries in the late medieval and early modern periods. Prior to its
transfer to Enghien, the monument was originally situated in a Celestine monastery in
Heverlee, near Leuven. As the above inscription suggests, Cardinal Guillaume II
received a series of impressive titles and was linked to one of the most powerful rulers in
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The original text is the following: “Cette sépulture et représentation a été faicte et donnée par
illustrissime et révérendissime prince cardinal titulo Sanctae Mariae in Aquino, archevêque de Tolede,
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sixteenth-century Europe, Holy Roman Emperor Charles V. This monument assumes a
venerable presence befitting a highly respected figure of noteworthy history.
This tomb was most likely executed by the sculptor Jean Mone (c.1485/90-1548)
from Lorraine, who was commissioned by Marie de Hamal (1455-1540), wife of
Guillaume I de Croÿ (1458-1521), Cardinal Guillaume’s uncle of the same name. The
house of Croÿ, a branch of the Arenbergs, exercised substantial power in the Low
Countries, influencing the Burgundians’ and the Habsburgs’ relationships with France
and England in the fifteenth and sixteenth centuries. During the formative years of
Habsburg sovereignty in the Low Countries, Guillaume I, duke of Aarschot and lord of
Chièvres, was highly influential at the court of the Habsburgs, particularly thanks to the
Croÿs’ enduring preeminence in Netherlandish politics since the Burgundian era, and
Guillaume I’s proximity to Charles V, successor of Maximilian I as Holy Roman
Emperor and nephew of Margaret of Austria.
This chapter examines two alabaster tombs in Heverlea Celestina, a Celestine
monastery founded by Guillaume I de Croÿ in Heverlee, as a testament to an enduring
and ever stronger tradition of commissioning funerary monuments in alabaster as a
demonstration of courtly alliance and powerful status. Often overlooked in the
scholarship of Netherlandish sculpture, these tombs were some of the most influential
monuments in the elite funerary art of the sixteenth century. I will first assess the state of
research on the monuments and their patrons, the house of Croÿ, and discuss the
important roles the family played in Netherlandish politics under the Burgundian dukes
and the Habsburgs from the fifteenth to early sixteenth century. Furthermore, I will
closely examine the biography of the sculptor Mone and discuss the degree to which the
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Croÿs shaped his reputation and career as a leading artist of classicizing mode. This
study will then explore the tombs in the monastery church, which functioned as a
dynastic mausoleum, and highlight new stylistic and formal inventions that contributed to
the fashionability of the tombs amongst the elite rank. In the final section of this chapter,
I will propose a new interpretation of contemporaneous alabaster tombs in the Brou
monastery commissioned by Margaret of Austria based on various circumstances
involving the construction of the Heverlee monuments.

Alabaster Tombs in Heverlea Celestina: The State of Research
Serving an analogous purpose as the Chartreuse de Champmol and the Brou
monastery, Heverlea Celestina was a dynastic mausoleum founded by Guillaume I de
Croÿ, whose will was dictated in October 1520, months before his death in May 1521 at
the age of 62. 113 His wife, Marie-Madeleine de Hamal (died after 1559), daughter of
William of Hamal-Trazegnies, lord of Elderen, and widow of Adolf van der Marck, a
relative of the Arenbergs, executed his will. 114 Just like the Burgundian and Habsburg
monuments in Dijon and Brou, the tombs of Guillaume I and Marie, and of Cardinal
Guillaume II de Croÿ were created with alabaster and black marble by Mone, court
sculptor to Holy Roman Emperor Charles V. 115
Heverlea Celestina and the two alabaster tombs have received little scholarly
attention, despite the Croÿs’ and their powerful Arenberg heirs’ vital participation in
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early modern politics. In particular, the artistic patronage of the Croÿs remained largely
obscure until the mid-twentieth century. Suites of superb illuminated manuscripts and
incunabula from the Arenberg collection appeared on the market and were dispersed in
the 1950s, garnering substantial attention from bibliophiles and art historians. 116 In
response to this interest in the house of Croÿ, Robert Born published a monograph in
1981 on the family’s illustrious but contentious history. 117 Born’s biography is still the
single and most authoritative source on the subject, since Antoine Varillas’ didactic
publication for Louis XIV on the Croÿs in the seventeenth century. 118 With a growing
scholarly interest in the life of nobles and their roles in the trajectory of late medieval and
early modern politics, inventories of the Arenberg archives in Brussels were published in
1999, followed by a book on the history of the family and their artistic and scientific
patronage in 2011. 119 However, while Arenberg patronage has increasingly been a
subject of art historical research, that of the Croÿs has yet to receive equal treatment. An
exhibition showcasing illuminated manuscripts, books, letters, and paintings in the
116
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collection of the Croÿs, entitled Een Stad en een Geslacht: Leuven & Croÿ appeared at
Museum Vander Kelen-Mertens in Leuven in 1987, but little has been researched since.
Regarding the early-sixteenth-century funerary monuments at Heverlea Celestina, Patrick
Valvekens’s research published in the Jaarboek van de Geschied- en Oudheidkundige
Kring voor Leuven en omgeving in 1983 still serves as the key study on the tombs. 120
The alabaster tombs of several generations of the Croÿs have also garnered
considerably little interest from scholars because many of them did not survive the
Revolution in the late eighteenth century. The joint tomb of Guillaume and Marie was
entirely destroyed, and only the architectural elements, reliefs, and small sculptures from
the tomb of Cardinal Guillaume survived. 121 To make matters worse, only a small
number of archival records that may shed light on the patronage and production of the
tombs have survived. Moreover, Mone, to whom the alabaster tombs of the Croÿs have
been attributed, has been often overshadowed by Meit and Jacques Dubrouecq, other
court sculptors to the Habsburgs who worked extensively in alabaster. 122 Although Mone
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supplied the imperial court and various nobles with spectacular alabaster carvings both
small and large, little has been examined regarding the sculptor and his works, due to the
lack of extant documentation about his life and career, as well as his Spanish-Italianate
style that does not fit comfortably in the usual stylistic categories of art history. Only
within the last two years have Mone and his oeuvre begun to receive serious scholarly
attention, particularly from Lipińska and Kavaler. 123
Such challenges notwithstanding, the alabaster tombs of the Croÿs in Heverlee
deserve an in-depth examination. First and foremost, they are some of the earliest
funerary monuments executed in the classicizing style in the Low Countries, and they
provide evidence of an emergence of new iconography in funerary sculpture. They are
also early examples of alabaster tombs commissioned by the high nobility that influenced
elite patronage of funerary monuments in the material until the early seventeenth century.
Lastly, they are indicative of the complex nature of the relations between the Habsburg
court and the high nobles. To address these issues, a discussion of the Croÿs’ shifting
relations with the Burgundians and with the Habsburgs is in order.

The Croÿs at the Courts of Burgundy and Habsburg
Previously of non-noble status and without preeminence in the Low Countries, the
Croÿs’ rose to power in Netherlandish politics beginning in the early fifteenth century by
way of their employment at the Burgundian court and their resultant proximity to the
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dukes. 124 Jean of Croÿ (c.1365-1415), brother of Agnes, who was John the Fearless’s
mistress, had positioned himself within the Burgundian court as councilor and
chamberlain to the first two dukes. During the reign of Philip the Good, Antoine de Croÿ
(c.1385-1475), son of Jean, was appointed premier chambellan to the duke who
successfully consolidated the region between Aarschot and Louvain, as well as the
nearby seignories of Bierbeek, Rotselaar, and Heverlee. Taking advantage of his father’s
employment, Antoine became a member of the great council as early as the 1420s.
Along with his brother Jean II (d. 1473), he was one of the first members inducted into
the Order of the Golden Fleece. Antoine’s influence in Burgundian politics continued to
expand as principal governor of the Netherlands, Luxembourg, Namur, and Boulogne. 125
The territories of Chièvres and Beaumont in Hainault were granted to him, and Aarschot
and Bierbeek entered into his possession through his second marriage with Margaret of
Lorraine-Vaudémont in 1432. 126 Antoine added Heverlee to his domain in 1452 from
Rez de Grez, lord of Heverlee. 127 The power of the house of Croÿ increased with
Antoine’s eldest son, the famed Philip I (1435-1511), lord of Aarschot, who was
appointed ducal chamberlain and succeeded his uncle, Jean II, as captain-general of
Hainault in 1458 (fig. 27). Guillaume I, who founded Heverlea Celestina, was Philip I’s
son. The Croÿs’ importance in the court worked to their advantage. For instance, Philip
the Good confiscated Enghien, which belonged to Louis, count of St. Pol, to force a
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union between Philip I de Croÿ and Jacqueline de Luxembourg in 1455 against the
wishes of the count.
However, because of their ever-increasing power at court, the Croÿs were not
always on amicable terms with the Burgundians. This was particularly the case with
Charles the Bold. Antoine of Croÿ’s incorporation of the county of Namur provoked
Charles, then count of Charolais, who saw his standing in Burgundian politics weakening
in relation to that of Croÿ. Charles’ subsequent possession of several crucial cities in
Holland in the late 1450s and the 1460s aggravated the conflict with the Croÿs, including
Jean de Lannoy (1410-1493), stadtholder of Holland since 1448. 128 The Croÿs’ proFrench relations also caused a breach in their relationship with Charles, who was a bitter
enemy of France. The Croÿs and their enclave had been engaging in secret favorable
relations with the French court. Under Louis XI, son of Charles VII of France, towns
along the Somme River were restored to the French crown from the Burgundian rule in
1463 with the help of members and allies of the house of Croÿ, including Antoine de
Croÿ and Jean Coustain who was promoted to premier valet de chambre of the ducal
court through Antoine’s arrangement. 129 It was only after Charles recovered Namur,
Luxembourg, and Boulogne from the Croÿs that the noble family was able to reposition
themselves favorably at the Burgundian, and later, the Habsburg courts. 130 During this
final decade of Charles the Bold’s reign, tension between the Croÿs and the duke
subsided when Philip II (1436-1482), lord of Quiévrain and count of Chimay, regained
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the duke’s trust and headed an embassy to his allies in Italy, Pope Sixtus IV and King
Ferrante of Naples, in 1471. 131 Two years later Philip was made knight in the Order of
the Golden Fleece, and served the duke in the deadly battle at Nancy in 1477.
The Croÿs’ relationship with the Habsburgs was also complicated, characterized
by their various alliances with different members of the imperial family. A case in point
is Guillaume I de Croÿ, lord of Chièvres and founder of Heverlea Celestina. Guillaume
first entered into the short-lived court of Maximilian I’s son, Philip the Fair, in 1494,
three years after he became a knight in the Order of the Golden Fleece in the chapter of
Mechelen. 132 In the following years, he was appointed grand bailiff of Hainault in 1497,
chancellor and chamberlain in 1501, and stadtholder of the Netherlands between 1505
and 1507. After the death of Philip the Fair in 1506, Guillaume succeeded Charles I de
Croÿ, prince of Chimay, who was an advisor to the deceased duke, and acted as the
godfather of Charles V at his baptism in 1500.133 Guillaume found opportunities to
realize his dynastic ambitions through serving the young Charles V. Taking advantage of
his role as court tutor to the prince during his minority, Guillaume I actively promoted the
rulership of Charles over the Low Countries. To persuade Maximilian I to advance
Charles’ majority prematurely by a few years (Charles was then fourteen years old),
thereby coercing the emperor to renounce his guardianship over the young prince,
Guillaume gave the financially strapped emperor a hefty sum of 100,000 gold guilders. 134

131

Vaughan, Charles the Bold, 248.
Born, Les Croy, 79.
133
Born, Les Croy, 81.
134
Tineke Padmos and Geert Vanpaemel, De geleerde wereld van Keizer Karel: Catalogus tentoonstelling
wereldwijs, wetenschappers rond Keizer Karel, Symbolae: Faculatis Litterarum Lovaniensis 19 (Leuven:
Universitaire Pers Leuven, 2000), 16. See Honey Meconi, “Margaret of Austria, Visual Representation, and
Brussels Royal Library, Ms. 228,” Journal of the Alamire Foundation: Medieval & Early Modern Music
from the Low Countries (2010): 24, doi:10.1484/J.JAF.1.100684. Regarding the issue of the age of majority
132

69

In addition, when the imperial throne became vacant after Maximilian had died,
Guillaume played a significant role in the election of Charles V over Francis I through
bribing other electorates to vote for Habsburg. 135 Guillaume also took up positions as the
chair of the financial board, head of the Privy Council, and great chamberlain to Charles
V. He became the first marquis of Aarschot in 1518 when Charles elevated the territory
to a margraviate after merging it with Bierbeek, Rotselaar, and Heverlee, the last of
which had been promoted to a barony the same year.
As powerful as he was, Guillaume had a contentious relationship with Charles
V’s aunt, Margaret of Austria. The rivalry between Guillaume and Margaret evolved
especially around Charles. The two figures influenced the young Charles during his
formative years, as they were both his godparents and tutors. The exact circumstances
surrounding their guardianship and tutelage of Charles are unclear, but it appears that
Charles was in the care of Margaret and of Guillaume particularly after the death of his
father, Philip the Fair. Guillaume kept Charles close by his side, frequently inviting the
prince to his castle in Heverlee. 136
A reason for Guillaume’s fraught relationship with Margaret of Austria may have
been due to the fact that the latter, appointed by Maximilian I, replaced the former as
governor of the Netherlands in 1507. 137 Two years later, Margaret was promoted to
regent of the Netherlands. During her regency, Margaret appointed her trusted allies
Mercurino di Gattinara, Laurent de Gorrevod, and Jean de Marnix members of the Privy
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Council to curb Guillaume’s power as its head. 138 To weaken Margaret and retain his
foothold in the Habsburg court, Guillaume and his anti-Margaret faction decided to push
forward a controversial move to expedite Charles’ majority when the archduke was just
fourteen years old. 139 As mentioned earlier, Maximilian accepted a large sum of money
from Guillaume, and Charles’ majority was confirmed on December 23, 1514. Just two
weeks later, on January 5, 1515, Charles took over Margaret’s regency, and in April of
the same year, he made joyous entries into the Low Countries. Moreover, Guillaume and
his pro-French faction, which had coalesced under Antoine de Croÿ in the fifteenth
century, collided head-on with Margaret and her pro-English faction. 140 Threatened by
the power of Guillaume’s party in the court and France’s alliance with England, Margaret
arrested a member of the Order of Golden Fleece who was sympathetic towards
France. 141 Coupled with Charles’ coming-of-age and this controversial act, Margaret was
removed from her position as regent. Beginning in January 1515, Margaret was out of
power until her official reinstatement as regent in July 1519. During those years,
between 1515 and 1519, Guillaume took advantage of Margaret’s situation, and exerted
his influence in the Treaty of Noyon allowing the French to claim on Milan in 1516. And
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in that same year, King Francis I was inducted into the Order of the Golden Fleece at
Guillaume’s insistence. 142
In this context, it was not a coincidence that one of the costliest and largest
commissions by the Croÿs was made during the years of Margaret’s demotion and after
the reinstatement of her regency. The Croÿ castle in Heverlee was renovated from 1518
to 1519 by the preeminent architect Rombout II Keldermans (c. 1461-1531), who was
simultaneously working on Margaret’s palace at Mechelen. 143 The Croÿ castle and
Margaret of Austria’s palace were conceived in the “Brabantine manner,” characterized
by red brick and sandstone masonry. 144 A few years later, through Marie de Hamal and
Philip II de Croÿ, Guillaume I’s nephew and older brother of Cardinal Guillaume,
Heverlea Celestina was founded in 1522 near their castle. Keldermans was also involved
in the construction of the Celestine monastery. The exterior of the monastery church was
constructed with white Ledian sandstone from the Brabant region, reminiscent of the
Brou mausoleum (see fig. 13). 145 As I will demonstrate, the construction of the alabaster
tombs of Guillaume I, Marie de Hamal, and Guillaume II at Heverlea Celestina
responded to the Croÿs’ alliance with Charles V and to their standing vis-à-vis Margaret
of Austria.
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It is important to note that the founding of Heverlea Celestina was grounded in
the tradition of elite patronage of that time, but it also reflects the ways in which the
Croÿs regarded themselves. The establishment of the monastery indicates the Croÿs’
acute awareness of other large-scale commissions by the Burgundian dukes and the
courtly milieu. However, Heverlea Celestina was the only monastery church of the
Celestine order in the Habsburg Netherlands. Other Celestine monasteries were located
in France, including one in Paris, where the body of Anne of Burgundy (1404-1432),
duchess of Bedford and sister of Philip the Good, was interred. Another chapel in
Avignon of the same order was founded by chancellor Nicolas Rolin, who was Antoine I
de Croÿ’s rival within the Burgundian court, and his son Jean. 146 The Croÿs’ founding of
a Celestine monastery may not be precisely defined as a manifestation of their pro-French
proclivities, but it can be reasonably surmised that the Croÿs were cognizant of French
examples. References to other monasteries can be identified in setting the number of
residents of the Heverlee monastery to twenty-four, modeled after the Chartreuse de
Champmol near Dijon.
Commissioned about fifteen years earlier, the Brou monastery founded by
Margaret of Austria could have also inspired the Croÿs to found a monastery of their
own. This was not the only time that the nobles founded a religious institution in
response to the regent. While the construction of Heverlea Celestina was well underway,
Marie de Hamal had the convent of the Order of the Annunciation erected in Louvain
between 1524 and 1527, less than a decade after Margaret founded a convent of the same
146
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order in Bruges in 1518. 147 With Charles V’s repeated confirmations of Margaret’s
regency, Margaret’s growing influence in Habsburg politics in the 1520s, and the death
of Guillaume I in 1521, the construction of Heverlea Celestina, which strongly resembled
the Brou monastery and was furnished with alabaster tombs of the founding family,
suggests the Croÿ’s demonstration of their power in the Burgundian and Habsburg courts
and of their competition with the regent. 148
Marie de Hamal is also important as a key figure in shaping the career of the
sculptor Mone in the Low Countries. It is possible that Mone’s artistic acuity and skill
were recognized in Spain, before he moved to Antwerp sometime in 1522, but his career
in the Low Countries were critically shaped by his alabaster creations in Heverlea
Celestina. A mention of Mone’s life and career is thus necessary to identify the
importance of his involvement in Heverlea Celestina.

Jean Mone in the Low Countries
Scant documentary evidence allows only a patchy reconstruction of Jean Mone’s
life, but from what has survived, it is clear that he had an illustrious career. He was born
sometime between 1485 and 1490 in Metz, Lorraine, and the earliest surviving evidence
of his activity are four sculptures created in stone for the portal of the cathedral of Aixen-Provence in 1512. 149 He resided in Barcelona from 1517 to 1519, assisting the
esteemed sculptor, Bartholomé Ordóñez with decorating the trascoro, or retroquire, an
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area behind the high altar, and the ends of the choir stalls of the Barcelona Cathedral. 150
With Ordóñez, Mone also executed statues for the Holy Sepulcher in the Hospital of the
Holy Cross, also in Barcelona. 151 Four statues in wood for the monastery of Santa Maria
de la Merced in the city are his autonomous work. 152
He is next found in the Low Countries sometime just before or in 1521 when he
met Albrecht Dürer in Antwerp during the German artist’s sojourn in the Netherlands. In
1522, Mone was appointed “l’artiste de l’empereur,” and in 1524, he moved to Mechelen
from Antwerp. From 1522 to 1529, he worked on the funerary monuments at Heverlea
Celestina. In the following decades, Mone executed more tombs in alabaster for other
patrons of the elite, possibly for Hendrik III de Nassau, who commissioned a joint tomb
of his uncle, Engelbert II de Nassau and his wife, Cimburga van Baden, in Breda, in the
1530s, and for Antoine de Lalaing, Margaret of Austria’s trusted advisor, and his wife,
Elizabeth de Culembourg, in Hoogstraten, around 1540. 153 Around the late 1520s, he was
involved in revising the design for the mantelpiece at the Brugse Vrije. 154
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A few years later, he was commissioned by Balthazar de Torberg, bailiff of Hal,
to execute a monumental altarpiece of the Seven Sacraments in the Notre Dame, also
known as Basilique de Saint Martin, in the city. 155 He was promoted “Maître-artiste de
l’Empereur,” a prestigious title the sculptor proudly inscribed on the Seven Sacraments
altarpiece, which was completed in 1533. 156 In 1538, he was commissioned by the
executors of Philip the Fair’s will to produce an altarpiece for the chapel of the
Coudenberg palace in Brussels. This altarpiece was replaced in 1541 by another
altarpiece by him, which is the altarpiece of the Passion of Christ, now at the cathedral of
Sts. Michael and Gudula in Brussels. Before his death in 1549, last known works by
Mone are the tomb of Maximilien de Hornes (1470-1542), chamberlain to Charles V and
lord of Gaasbeek, at Braine-le-Château, completed in 1542, and a mantelpiece for Jan IV
van Cortenbach, a Burgomaster of the town palace of Mechelen. 157
According to his biography as it currently stands, Mone’s tombs for the Croÿs in
Heverlee was his first project in the Low Countries after he moved there from Spain.
Subsequent commissions he received from some of the most prominent Netherlandish
nobles – Antoine de Lalaing, possibly Hendrik III de Nassau, and Maximilian de Hornes
– indicate that his work for the Croÿs in Heverlee effectively showcased the sculptor’s
ability to create monuments catering to a penchant for classicizing designs and references
to antiquity. Moreover, the Heverlee project helped establish Mone’s reputation in the
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Low Countries as an expert in alabaster funerary sculpture. 158 The tombs of the elite, as
well as the altarpieces at Hal and Brussels, were all made of alabaster, contributing to his
reputation as a premier artist working in that material. It is not an overstatement to say
that he both responded to a growing interest in alabaster sculpture and encouraged the
elite’s participation in sixteenth-century political discourses of status, power, and alliance
through alabaster funerary monuments.
Furthermore, the Croÿs might have played a critical role in shaping Mone’s career
as the court artist to Charles V. Mone carved a large relief marriage portrait of Charles V
and Isabella of Portugal in alabaster, dated 1526 (fig. 28). However, although he was
appointed court artist to the emperor, he did not produce any work for his patron until at
least three years after his appointment. Furthermore, although it appears that Mone
forged a close relationship with the emperor, we do not know of any other work the
sculptor created for him, as was the case for the Spanish painter Alonso Berruguete who
was appointed court sculptor but did not produce any paintings for him. 159 It has also
been suggested that Charles V would have seen Mone’s creations in the Barcelona
Cathedral where he convened with the knights of the Golden Fleece for convocation in
1519, encouraged the artist to move to the Low Countries, and appointed him court artist
in 1522. 160 However, Guillaume I was also in Barcelona for the convocation. 161 Thus it
is equally possible that Guillaume could have encouraged Mone to relocate, or that he
could have suggested the sculptor to Charles V. In any case, Mone is first mentioned in
158
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the Brussels court records in March 1522. Seven months later, in October of that same
year, an agreement was made between the sculptor and Marie de Hamal for the execution
of alabaster tombs in Heverlee. In the following month, a document dated November 16,
presumably drafted in that same year, records that Mone is in “le service de
l’empereur.” 162
Referring to this last document, scholars have suggested that Mone was made
court artist to the emperor in November of 1522. However, a reference to Mone as
“l’artist de l’empereur” does not appear in the court records until two years later,
September of 1524, when the sculptor moved to Mechelen from Antwerp and received
financial benefits from the city at the request of the Brussels court. 163 Considering these
circumstances, I propose that, while the reasons for his move to the Low Countries in
1521 remain unclear, Mone’s introduction to the Brussels court in March of 1522 was at
least partly instigated by the Croÿs, who hired the artist several months later as the
creator of their dynastic tombs. Two years later, in 1524, they found an opportunity to
assert their political potency at the court of Charles V by encouraging the elevation of
Mone, to whom they had already entrusted their funerary monuments, to imperial court
sculptor. In 1521 during the Imperial Diet of Worms, Marie de Hamal, who appears to
have acted as a chief representative of the house of Croÿ after the death of Guillaume I
and his nephew, Cardinal Guillaume II, might have sought to assert her family’s
influence by promoting Mone as the emperor’s court artist. In this context, the
construction of alabaster tombs for the Croÿs was intertwined with political
developments at the Habsburg court and those effecting the Croÿ family in the years
162
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leading up to the death of the two Guillaumes. As I will demonstrate below, the nobles’
dynastic agenda was cogently articulated in the early sixteenth-century funerary
monuments in alabaster commissioned by Marie. 164

Alabaster Tombs in Heverlea Celestina
The joint tomb of Guillaume I de Croÿ and Marie de Hamal (1522-1525, now
lost), and the tomb of Guillaume II de Croÿ were located in the choir of the monastery
church. 165 Destroyed during the Revolution and known to us through an eighteenthcentury drawing (fig. 29), the recumbent effigy of Guillaume I presented the lord of
Chièvres dressed in a ceremonial armor that bears the charges from the family’s coat of
arms, a harness, leggings, kneepads, and an ermine-lined cloak with crosses on the inner
side hanging over his shoulder. The effigy of Marie de Hamal wore a robe bearing
crosses trimmed with precious stones on the outside and lined with ermine on the inside.
A lion was at the feet of Guillaume and a greyhound at the feet of Marie. The animals
were adjacent to angels carrying decorative plates bearing the letters G and M.
Supporting the two effigies is a slab, and under this slab stands a sarcophagus surrounded
by personifications of the three theological virtues, Faith, Hope, Charity, and the cardinal
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virtue, Temperance, on the north side of the monument. Above each personification,
arms of the branches of the family hang on the outer ends, and between the arms were
names of the familial branches inscribed on small banners. On the south side stood four
sibyls of Europa, Libya, Phyrigia, and Agrippa. 166 Each of these figures was set into
what would have been shallow niches. On the east side of the sarcophagus stand the coats
of arms of Guillaume carried by two wild men, while figures of Penthesilea, an Amazon
queen, and Veturia, mother of the Roman general Gaius Marcius Coriolanus, carry the
arms of Marie on the west side. 167 Above the heads of Guillaume and Marie were two
seated Amazons in classical armor holding up a plaque that was intended as an epitaph.
This tomb was located at the center of the choir. Comparing Guillaume and Marie’s
monument with a later tomb executed by Mone of Antoine de Lalaing and Elizabeth de
Culembourg in Hoogstraten (fig. 30), it is likely that the effigies of the couple in
Heverlee, the figures surrounding the sarcophagus, and the architectural elements
between the figures were carved out of alabaster and partially gilded, and the sarcophagus
and the two slabs that bracket it were made from black marble.
Near the joint tomb was the funerary monument of Cardinal Guillaume II de
Croÿ, completed in 1529 (fig. 26). Before it was transferred to a Capuchin monastery of
the Arenbergs in Enghien in 1843, the cardinal’s tomb was situated against the northwest

166

Kavaler, “Being the Count of Nassau,” 37; and Valvekens, “Nieuwe gegevens over het
Celestijnenklooster te Heverlee,” 18-19. The Sibylla Europa and the Sybilla Agrippa were added to the
original group of ten sibyls in the fifteenth century. The new ensemble of twelve sibyls became more
widely known through the publication of Filippo Barbieri’s Sybillarum de Christo vaticinia in 1481. The
attributes of the European, Libyan, Phyrigian, and Agrippan sibyls are a sword, a candle, a cross (indicating
the resurrection), and a whip, respectively. Jennifer Britnell, “The Rise and Fall of the Sibyls in
Renaissance France,” in Schooling and Society: The Ordering and Reordering of Knowledge in the Western
Middle Ages, eds. Alasdair A. MacDonald and Michael W. Twomey (Leuven: Peeters, 2004), 173-75, and
nos. 10 and 12.
167
Valvekens, “Nieuwe gegevens over het Celestijnenklooster te Heverlee,” 21.

80

wall of the choir. 168 Its multi-level structure and classical decoration would have
dominated the choir. The plinth was carved out of black marble, bearing the arms of the
Croÿs at its center, and the rest of the monument was executed in alabaster. Above the
plinth are a series of reliefs that collectively form a pedestal. The central relief shows
two putti carrying a plaque on each side, and mirrored images of additional putti
playfully riding on a chimaera or holding a cross (fig. 32). Other reliefs show allegorical
scenes pertaining to the theme of death and the transience of life. The effigy and
sarcophagus of the cardinal (destroyed in the late eighteenth century) were originally
placed immediately above the cartouche (fig. 31). 169 The effigy and the sarcophagus
were set in a shallow vault, which was divided into upper and lower levels by an
entablature. Above the entablature was what was originally a relief of Saint Ildefonso of
Toledo receiving a chasuble from the Virgin with the inscription, “VIRGO TOLETANA
VENERABILIS EXTAT IN URBE” (“The Venerable Virgin stands in the city Toletum
[Toledo]”). 170 This relief thus conspicuously linked the cardinal to the patron saint of the
city where he held his bishopric. Surrounding this relief and Guillaume’s effigy and
sarcophagus are two sets of four reliefs on both upper and lower levels. Each of the first
four relief panels on the upper level show the Four Evangelists, Matthew, Mark, Luke
and John with their respective symbols of an angel, a lion, an ox, and an eagle (figs. 33
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Only this monument partially survived the French Revolution. And in 1842 it was transferred to the
Capuchin Church in Enghien where it is preserved until today. See De Jonge, “Les foundations funéraires
de la haute noblesse,” 127, no. 14. Also see Valvekens, “Nieuwe gegevens over het Celestijnenklooster te
Heverlee,” 12.
169
In place of the destroyed effigy and sarcophagus, a painting of a recumbent effigy of the cardinal on a
sarcophagus was created in the nineteenth century. This painting however is an incorrect portrayal of the
original design of the effigy.
170
Valvekens, “Nieuwe gegevens over het Celestijnenklooster te Heverlee,” 26. I thank Cynthia White in
the Department of Classics at the University of Arizona for her assistance in translating Latin texts into
English. The grisaille painting of the three divine virtues of faith, hope, and charity is a nineteenth century
creation.
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and 34). The second set of reliefs on the lower level features the arms of the cardinal,
each composed of an escutcheon and sword, a wide-brimmed cardinal hat, and ten tassels
on each side (fig. 35). 171 The entablature that runs horizontally through the shallow vault
extends to either side of the vault to form bays that flank the effigy at the center. Each
extended area of the entablature is supported by a pair of composite columns. In between
the columns stand two of the four church fathers, Saints Ambrose and Augustine, each
placed in front of a niche (fig. 36). Directly above the two figures are the two remaining
church fathers, Saint Jerome on the left and Saint Gregory on the right. The top level of
this monument consists of a tympanum and divine and heavenly figures (now lost)
hovering over a Last Judgment scene. Vorsterman’s engraving shows the figure of God
the Father attended by angels opening his arms to judge the Saved and the Damned.
Accompanied by an inscription, “ADVENIENS IUDEX TERRAMQUE POLUMQUE
MOVEBIT” (“When the Judge comes, he will move heaven and earth”), the tympanum
below portrays the Saved on God’s proper right and the Damned on his proper left. 172
Flanking the tympanum are figures of the Virgin and Saint John in intercession (fig. 37).
Measuring approximately 22 feet tall, this multi-level, monumental tomb of Cardinal
Guillaume II was designed to dominate the view of the choir, as does that of Margaret of
Austria in Brou.
Mone brought figures in the monument to life, presenting the effigy of the
cardinal and the freestanding figures in motion. A sixteenth-century document informs
us that Guillaume’s effigy showed the cardinal in an ecclesiastic vestment and headdress,
171
A cardinal’s coat of arms has fifteen tassels. Omitting five tassels on each side seems to have resulted
from a lack of space in the panels. The two of the escutcheons are the arms of the house of Croÿ, and
remaining two escutcheons are fictive (Virgin and Christ Child with angels, and three lions).
172
Valvekens, “Nieuwe gegevens over het Celestijnenklooster te Heverlee,” 26; De Jonge, “Les
foundations funéraires,” 137. Translation by Cynthia White.
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reclining, instead of in recumbence, and directly facing the viewer as he supports his head
with his right arm. 173 In the case of the church fathers, they are shown meditating on
death and eternal life through searching and reading Scripture. As Saints Ambrose and
Jerome flip through the pages of the Bible, and Saints Augustine and Gregory point to
passages with their right index fingers, their ecclesiastical vestments and long robes
change shape according to the orientation of their bodies and the movements of their
limbs (fig. 38). Long robes underneath the embroidered vestments also change shape in
accordance with the movement of the bodies and limbs. Not only are Saints Ambrose
and Augustine in contrapposto, but also they solemnly gaze at the effigy of the deceased
cardinal with their bodies turned towards the now lost sarcophagus of Guillaume.
In addition, the funerary monument is replete with strikingly small elements in
low relief. For example, Mone sculpted every jewel and vegetal motif on the vestments
of Saints Ambrose and Augustine, precious stones on the headdresses of the fathers, and
miniscule gaps between the pages of the bible they turn (fig. 38). He conceived smaller
figures in low relief in the same way. In the case of the allegorical figure of Night, Mone
meticulously carved her hair blowing through her fingers in the wind (fig. 39). These
subtle movements of the figures and the small details can be recognized and most
appreciated when the viewer is in close proximity to the monument.
It is reasonable to surmise that Mone may have considered the viewpoint of a
beholder. 174 When the viewer stands about less than one foot away from the monument,
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A contemporaneous document describes the effigy as the following: “Ung cardinal couchie and habit
pontificat sur coussin ung reposant son chief sur sa main,” from Recueil d'épithaphes et d'armoiries copiées
dans diverses églises de Brabant et pays circonvoisins, 16th century, MS Fr. 5234, fol. 102, Bibliothèque
nationale de France, Paris. Also see Valvekens, “Nieuwe gegevens over het Celestijnenklooster te
Heverlee,” 42.
174
Similar can be said about Mone’s Seven Sacraments Altarpiece in Halle and the Passion Altarpiece in
Brussels.
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his or her gaze is guided in an upward direction from the legs of the sarcophagus at the
center. The fluted columns flanking Saints Ambrose and Augustine are slightly tapered
towards their highest ends to offer a sense of rising movement and height (fig. 40). When
looking sharply upward, one can notice that the ends of the feet of Saints Jerome and
Gregory protrude beyond the edge of the cornice. Only from this viewpoint can the
viewer see in their entirety the cornice between the effigy and the relief of Saint Toledo
adorned with pearls; the crenellated frieze with trefoils in low-relief; and the architrave
decorated with beads and tiny tassels suspended on horizontal bars. Also to be seen from
this view are both ends of the ceiling of the cornice, which feature geometrically aligned
pairs of bucrania, sixteen pearls, and flower motifs (fig. 41). In addition, one can notice
above the statues of Saints Ambrose and Augustine a succession of four floral motifs in
square frames immediately above the relief of putti carrying baskets of fruit. Five panels
that comprise the basket-handle arch featuring winged heads of angels in oval-shaped
frames, which are surrounded by palmettes, can be seen from this view (fig. 42). If the
viewership of the tombs were limited to the Celestine monks, the members of the Croÿ
family, and the elite rank, only viewers of this privileged clerical, familial, and/or
political status would have possessed sufficient physical proximity and visual access to
actually see the monuments’ details.
These tombs are some of the first monuments that introduced a new iconography,
composition, and style to funerary art north of the Alps during the early sixteenth century.
Presented in the uppermost level of Cardinal Guillaume II’s sepulcher, the Last Judgment
scene composed of redeemed and damned souls in the tympanum, and of God the Father

84

attended by angels is a newly introduced iconography in Netherlandish funerary art. 175
This scene plays a crucial role in the overall composition and iconography of the tomb.
Compositionally and in terms of subject matter, the Last Judgment group at the top is
linked to the pedestal composed of reliefs that articulate the theme of salvation, death,
and the transience of life. The pedestal reliefs feature the figure of death on horseback
trampling over a man, flanked by scenes of the expulsion of Adam and Eve from Paradise
(fig. 43), and the nude figure of Fortune steering a boat amidst a violent storm and two
additional figures on board clutching a bag of earthly possessions, flanked by
personifications of Day (male figure) and Night (female figure) (fig. 44). 176 In
conjunction with this iconography, the effigy of Cardinal Guillaume II is the first to
appear half-upright figure of the deceased in the Low Countries, alluding to a long wait
between death and the Day of Judgment. 177
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Two decades after Mone completed the Croÿ monuments, Michiel Scherrier produced a funerary
monument in alabaster for Jean II Carondelet (1469-1545), a renowned cleric, archdeacon of the church of
Besançon, dean of St. Donatian chapter, and chancellor of Flanders. This monument was originally housed
at St. Donatian’s church in Bruges. From an eighteenth-century engraving, the Carondelet monument was
crowned with the Last Judgment scene comprised of a figure of Christ seated above the tympanum of
resurrected men. See De Jonge, “Les foundations funéraires,” 137. The Last Judgment iconography also
appeared in the lost tomb of Arnold Streyters (1540-1542), abbot of Tongerloo, who commissioned Meit to
produce a monument “in alsulcker maniere gelijck Te Hevere es.” It is unclear if the abbot’s effigy was
carved out of alabaster, but earlier sculptures of sibyls in Tongerloo were documented to have been made
of the material. See Valvekens, “Nieuwe gegevens over het Celestijnenklooster te Heverlee,” 62; Jozef
Duverger, Conrat Meijt, ca. 1480-1551 (Brussels: M. Hayez, 1934), 56, 98-100, esp. 98; Waltmannus Van
Spilbeeck, De voormalige abdijkerk van Tongerloo en hare kunstschatten (Antwerp: De Vlaamsche
School, 1883), 25-28; and Jens Ludwig Burk, Conrat Meit: Bildhauer der Renaissance (Munich: Hirmer,
2006), 56.
176
Valvekens, “Nieuwe gegevens over het Celestijnenklooster te Heverlee,” 40-41. The allegorical figures
of Day and Night appear in the famous example of Michelangelo’s tomb of Giuliano de’ Medici. The
association of Fortune with Day and Night has a medieval origin of Byzantine influence.
177
Erwin Hensler, “Die Grabdenkmäler von Jean Mone,” in Belgische Kunstdenkmäler, ed. Paul Clemen,
vol. 2 (Munich: Verlag F. Bruckmann, 1923), 101. The form of a half-reclining figure whose hand supports
the head derived from funerary monuments of late fifteenth-century Spain, as well as ancient Etruscan and
Roman tombs. Mone may have seen such type of effigies during his residency in Spain from 1517 to 1519.
Ilaria Miarelli Mariani and Maria Richiello, Santa Maria del Popolo: storia e restauri (Roma: Istituto
poligrafico e Zecca dello Stato, Libreria dello Stato, 2009), 393; and Bernard Andreae, "Les sarcophages à
figure à demi étendue," in Les Etrusques et l'Europe, ed. Massimo Pallottino (Paris: Editions de la Réunion
des musées nationaux, 1992), 232-39. Scherrier’s tomb of Carondelet (see no. 65) also feature the effigy of
the deceased (the only surviving portion of the monument, now at St. Jacob Salvator’s in Bruges) in an
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Furthermore, the Heverlee monuments are early examples of references to
antiquity employed on funerary sculpture in the Low Countries. 178 Rich ornamentation
of antique motifs and forms was associated with power and high status, and classical
design and decoration signified one’s proximity to a sovereign who identified and
fashioned himself as a new Roman ruler. The joint tomb of Guillaume I and Marie
contained characters from classical history and mythology, instead of monks, bishops,
courtiers, ancestors, and current family members of the deceased often represented in the
tombs of Burgundian dukes at the Chartreuse de Champmol and other fifteenth-century
funerary monuments of the high aristocracy. 179 Carved in classicizing style, the figures
on the south side of the tomb were set between niches framed by a round arch and fluted
Doric columns (fig. 45). These columns were adorned with candelabra motifs that
embellish the lower area of the shaft. Beneath the columns was a slab adorned with a
series of acanthus leaves facing downward and oval-shaped recessions that were set into
a curved molding.
The tomb of Cardinal Guillaume II is also embellished with classical motifs. On
each end of the lower level, lower areas of fluted columns framing the statues of Saints
Augustine and Ambrose are covered with candelabra motifs (fig. 40). The capitals of the
columns are conceived in composite orders, featuring an abacus with cupids’ heads, an
echinus with four rams’ heads over egg and dart molding, and a bell with acanthus
leaves. Behind the columns are candelabras and grotesques on the pilasters. The niches
that house the saints are carved with shells, above which mirroring images of putti
ecclesiastic garment resting his head against a brocaded pillow with a support of his left hand. See De
Jonge, “Les foundations funéraires,” 137.
178
See Kavaler, “Being the Count of Nassau,” 28-29.
179
Other examples include the tomb of Antoine de Lalaing in Hoogstraten, as well as that of Engelbert II of
Nassau and Cimburga van Baden in Breda. See no. 153; and Kavaler, “Being the Count of Nassau,” 37.
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carrying vases. A frieze that separates the upper and lower levels are decorated with a
series of cupids’ heads between vertically grooved spaces that recall triglyphs (fig. 46). In
between these are metopes with cherubs and oxen skulls with a tassel hanging over the
horns. On the spandrels framing the basket-handle arch are angels blowing horns
gushing out flames. Behind the fluted columns are panels of arabesques, and above the
shell-shaped niche of Saint Ambrose are putti seated on a fountain and blowing horns
with flames. The cornices of both the lower and upper levels, as well as the outer frame
of the tympanum, are replete with egg and dart motifs (fig. 47). These elements remained
a staple characteristic of Mone’s subsequent monuments in alabaster, including the
aforementioned Seven Sacraments altarpiece in Halle (1533, fig. 48). 180
Mone also executed various low-relief elements on panels of alabaster that defy
spatial distinctions and containment. For example, an eagle accompanying Saint
Matthew on one of the upper panels is presented as if its head and wings are emerging
out of the panel (fig. 49). The eagle appears to stretch its neck high and turn its head
towards the audience. Its right wing gently touches the layered frame of the panel. At
the center of the lowest tier in alabaster, partially robed putti holding a blank cartouche
are executed in mid-relief, in comparison with other putti behind them. They walk out of
the frames of the predella and step on the molding of acanthus leaves (fig. 50). Even the
arabesques with cornucopia and griffins on the predella are emerging out of the alabaster
panel behind them, as if they are larger than the frames into which they are set (fig. 51).
Some of these formal elements in Mone’s tomb of Cardinal Guillaume II suggest
the influence of Jan Gossart, the preeminent painter who worked in Mechelen in the
180

This alabaster altarpiece, originally located at the choir of the church, was occasioned for the convention
of the Catholic League in Halle that year, in opposition to the Protestant Schmalkaldig League. For a
further study of this monument, see Hensler, “Die Grabdenkmäler von Jean Mone,” 91-93.
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1510s and 1520s creating many portraits for high nobles in the Low Countries. Mone
would have certainly seen the painter’s monumental work, Saint Luke Drawing the
Virgin (c. 1515, fig. 52) for the chapel of the Guild of Saint Luke in Sint-Romboutskerk
in Mechelen sometime after the sculptor moved to that city from Antwerp in 1524.
Gossart depicted sculptural elements emerging out of their frames, such as a high-relief
panel of an owl, often a symbol of evil, above the Virgin, or statuettes of saints behind
her. 181 Moreover, through the Croÿs’ connection to the Habsburgs, Mone might have had
access to Gossart’s Neptune and Amphitrite (1516, fig. 53), created for Philip of
Burgundy, illegitimate son of Philip the Good, admiral of Zeeland and bishop of Utrecht.
In Gossart’s painting, classical elements such as bucrania, beaded molding, and egg-anddart motifs on the capitals appear. These same classical elements are also included in the
tomb of Cardinal Guillaume II. Although Mone could have acquired knowledge about
these forms through working with Ordóñez in Spain, the arrangement of these elements
are recognizably similar to those in Gossart’s painting. Philip of Burgundy was closely
connected to Guillaume I, who supported him during his tenure as admiral. 182 When
Philip was appointed bishop of Utrecht in 1517, Guillaume II was suggested as his
coadjutor. 183 A close connection between the Croÿs and Philip of Burgundy could have
enabled Mone to travel to Philip’s castle in Souburg and see Gossart’s Neptune and
Amphitrite sometime between the years of Guillaume I’s death in 1521 and that of Philip
in 1524.
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Maryan W. Ainsworth, Stijn Alsteens, and Nadine M. Orenstein, Man, Myth, and Sensual Pleasures:
Jan Gossart’s Renaissance, ed. Maryan W. Ainsworth, published in conjunction with the exhibition of the
same name, shown at the Metropolitan Museum of Art (New York: The Metropolitan Museum of Art, in
association with Yale University Press, 2012), 150-54, esp. 153.
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Born, Les Croy, 85.
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Born, Les Croy, 104.
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Scholars have often cited the tombs of Ascanio Maria Sforza and of Girolamo
Basso della Rovere in Santa Maria del Popolo in Rome as models for Guillaume II’s
monument (fig. 54). However, none have suggested how Mone might have known about
them. 184 The three-level structure, reclining effigy, niches and freestanding sculptures
placed throughout the monument together resemble early sixteenth-century tombs in
Rome. Nevertheless, to turn only to these marble tombs of the Italian cardinals as the
primary source of influence for Mone’s tomb of Guillaume is problematic. A concern
with this approach lies in the lack of information about Mone’s early career before his
arrival in the Low Countries in 1522. It remains to be determined if Mone ever visited
Italy, or if his knowledge of the Italian tombs and classical elements more broadly might
have been formed secondhand.
In this light, there are noticeable differences between the Italian examples and the
monument of Cardinal Guillaume. While the former feature round arches, the latter
contains a basket-handle one that frames the (now lost) relief of the Virgin giving Saint
Toledo a chasuble. Instead of the figures of Christ and accompanying angels that cap the
Italian tombs, a tympanum depicting bodies rising from their graves and (now lost)
figures of God the Father and angels mount Guillaume’s tomb. In Guillaume’s
monument, the four church fathers take the place of the personifications of virtues in the
niches and on the entablature of the middle tier in the Italian examples.
Guillaume’s tomb brings to mind classical structures showcased in sixteenthcentury royal and funerary processions, anticipating triumphal arches popularized in the
Low Countries through Pieter Coecke van Aelst’s publications of Serlian architecture in
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Hensler, “Die Grabdenkmäler von Jean Mone,” 101, and Valvekens, “Nieuwe gegevens over het
Celestijnenklooster te Heverlee,” 22.
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1539 and the 1540s, as well as Cornelis Floris’ sumptuous funerary monument of Albert
of Prussia in Königsberg in 1570 (fig. 55). The overall composition of the central arch
flanked by a niche on each side is reminiscent of triumphal arches, first introduced in the
Low Countries during Charles V’s entry into Bruges in 1515 (fig. 56). 185 Charles’ 1515
Bruges entry is one of the earliest occasions in which classical vocabulary was utilized
for architectural constructions on a large scale and spurred on the production of triumphal
arches and classicizing stages for such events until the first half of the seventeenth
century (fig. 57). 186 Moreover, a growing interest in humanist education in courtly
circles, and humanists’ study of power and authority in antiquity encouraged elite men
(and women) to appropriate the notion and image of a triumphant leader.
Intertwined with the notions of triumph and power through classicizing design,
the relief of Cardinal Guillaume’s patron saint and the statues of the four church fathers
construct an alternative biography of the person for whom this funerary monument was
executed. At the time of his death in January of 1521, Cardinal Guillaume was a young
man (he died at the age of 21 as a result of a hunting accident). Guillaume I was the
mastermind behind the career of his nephew of the same name, perceiving his protégé’s
appointments as another avenue through which he could secure and increase the political
potency of the house of Croÿ even outside the Low Countries, especially while Margaret
185
John Landwehr, Splendid Ceremonies: State Entries and Royal Funerals in the Low Countries, 15151791: A Bibliography (Nieuwkoop: De Graaf, 1971), 65; Fernando Checa Cremades ed., Carolus (Madrid:
Sociedad Estatal para la Conmemoración de los Centenarios de Felipe II y Carlos V, 2000), 37-58; and De
Jonge, “The Court Architect as Artist,” 113, no. 23. Regarding the 1515 Bruges joyous entry, see Remy du
Puys, La tryumphante et solemnelle entree faicte sur le nouuel et ioyeux aduenement de treshault
trespuissant et tresexcellent prince monsieur Charles prince des Hespaignes archiduc daustrice duc de
Bourgongne conte de Flandres […] En sa ville de Bruges (Paris, 1515), sig. D1v and E3. The impact of
this 1515 Bruges entry on Netherlandish art was facilitated by the publication of the event with
illustrations, first of its kind. Since the publication of Charles V’s entry into Bruges in 1515, not only did a
production of commemorative books (some illustrated) become a component and an accompaniment to
joyous entries, but it offered classicizing motifs to local and regional artists who absorbed such artistic
vocabulary that soon became a main stylistic mode in the Low Countries.
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Kavaler, “Being the Count of Nassau,” 29.
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of Austria was out of power between 1515 and 1519. 187 After the death of Jacques de
Croÿ, Guillaume I had his then eighteen-year-old nephew appointed bishop of Cambrai in
1516, and then cardinal in Santa Maria in Aquiro in May of 1517. 188 Several months
later, Guillaume I, with the help of Pope Leo X, succeeded in getting his nephew
appointed archbishop of Toledo – representing the most powerful archiepiscopal see in
Spain – and primate of Spain, after the death of Cardinal Francisco Jiménez de Cisneros
in November that year. 189 To circumvent Isabella of Castille’s will that forbade the
appointment of foreigners to ecclesiastic positions, Guillaume facilitated Charles V’s
controversial naturalization of Guillaume II and the papal indult which legitimized the
appointment and waived any residency requirement associated with it. 190

Beyond Heverlee
These audacious monuments in Heverlee evince contentious relations between the
Croÿs and Margaret of Austria. Comparing the tombs of Margaret of Austria, Philibert II
of Savoy, and Margaret of Bourbon in Brou with those of the Croÿs in Heverlee indicates
that these commissions respond to political tensions between the two parties. This is
187

Born, Les Croy, 88. Guillaume II’s rapid ascension within the ecclesiastical state already began in 1510,
at the age of twelve, when he was qualified in the chapter of Nivelle as protonotaire apostolique, which
entails performing administrative duties in the Church. Pope Julius II issued a bull that essentially
facilitated Guillaume II’s appointment as coadjutor of a bishopric in 1512. This enabled the abbot of
Affligem, Dom Willem Michiels, to appoint Guillaume II as his coadjutor in 1515. Guillaume was only
seventeen years old. The appointment created much uproar amongst the monks, to whom Guillaume I
dispatched chancellor Jean Le Sauvage and Adriaan Florensz Boeyens, future Pope Adrian VI and tutor of
Charles V, to appease. Born, Les Croy, 104.
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Born, Les Croy, 88. Although bishoprics helped support of the younger sons of noble lineage, Guillaume
II’s ascension to high ecclesiastic posts at a young age was more the exception than the norm. Rosenfeld,
“The Provincial Governors,” 18.
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Born, Les Croy, 104. This appointment created a major uproar in Spain. Scholars attribute this
appointment to one of the key reasons for the Revolt of the Communeros in Spain from 1520 to 1521. See
Henry Latimer Seaver, The Great Revolt in Castile: A Study of the Comunero Movement of 1520-1521
(New York: Octagon Books, 1996); and Stephen Haliczer, The Communeros of Castile: The Forging of a
Revolution, 1475-1521 (Madison: The University of Wisconsin Press, 1981).
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Seaver, The Great Revolt in Castile, 32-33; and Haliczer, The Communeros of Castile, 114-57.
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most prominent when considering the variations of style in the tombs at Brou. As
Constance Lowenthal and Kavaler have pointed out, the tombs in Brou display a
combination of both flamboyant Gothic and classical style. 191 Kavaler attributed this to
van Roome’s stylistic characteristics of working with both the Gothic and the classical, as
evidenced by his tapestry designs. 192 However, it is rather puzzling as to why another
sculptor – in this case, Conrat Meit – was considered for the effigies instead of van
Boghem’s assistants who worked on the other parts of the tombs in the late Gothic style.
Meit was already a court sculptor to Margaret of Austria, and had been worked in the
all’antica mode since the 1510s (e.g. (possibly) Head of Cicero, fig. 58). Moreover, Meit
was not considered for the tomb effigies in Brou until early 1524, and it took another two
years to finalize his participation in the construction of the mausoleum in 1526.
I argue that this decision may have been influenced by the construction of the
alabaster tombs of Guillaume I and Marie in Heverlee. By the beginning of 1524, the
funerary monument for the couple would have been nearing completion. Margaret of
Austria may have been informed of the audacious commission of the Croÿs to found a
monastery and a dynastic mausoleum in which funerary monuments of the same
materials used for the tombs in Brou were in production. By March 5, 1524, Margaret
had requested her court treasurer, Jean de Marnix, to grant her court sculptor Meit money
to purchase a horse to travel to Brou. 193 Precisely when Meit left for Brou from
Mechelen is unclear, but by fall of that year, he would have already reached or been on
his way to Savoy. During Meit’s absence, Mone arrived in Mechelen most likely in late
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Constance Lowenthal, “Conrat Meit” (PhD diss., New York University, 1976).
42; and Kavaler, “Margaret of Austria, Ornament, and the Court Style of Brou,” 129-30.
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1524. From a letter written by Marnix or Guillaume Des Barres, who held court
positions as secretary, ambassador, and treasurer in Brussels, to the stewards of Mechelen
in September 1524, the imperial court requested the city to assist “l’artiste de l’empereur”
with purchasing of a home. 194 The city instead granted him an allowance of 12 pond 10
stuivers, as well as annual pension from 1525 until 1532. 195 Mone’s residency in
Mechelen would have greatly facilitated the sculptor with transporting his alabaster
creations from there to Heverlee, reducing time and possibly cost by almost half
compared to shipping from Antwerp. 196 However, Mone’s relocation to Mechelen may
have been aimed by the Croÿs to make a political statement to Margaret of Austria,
demonstrating the noble’s authority and unmitigated power through the presence of the
sculptor they employed in the city where the regent resided. Mone’s arrival and
residency in Mechelen, especially near Margaret, would certainly not have gone
unnoticed by the regent, and possibly have played a role in deciding to entrust Meit and
his workshop to furnish antique elements in Brou. 197 Scholars often discuss the
classicizing elements (such as the putti) of the three tombs in Brou, and postulate that
Meit would have followed the design of Jan van Roome, whose works were executed in
194
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both the late Gothic and classical modes (see fig. 14). 198 However, even the altarpiece of
the Seven Joys of the Virgin in Brou (fig. 15), which was produced from around 1513 to
1522, was revisited and furnished with putti and furniture and microarchitecture in
classicizing style between 1526 and 1528 (fig. 59). 199 A likely candidate for the added
classicizing elements in the Seven Joys altarpiece is Meit and his workshop, and these
additions at Brou were, I argue, a response to aesthetic choices made by the Croÿs in
Heverlee.

Conclusion
Cognizant of alabaster’s significance in key dynastic commissions of the
Burgundian court, the Croÿs selected alabaster, along with black marble, as the chief
material for their funerary monuments. 200 At the same time, they fashioned their tombs
with classicizing idioms, an aesthetic referencing the visual culture of ancient Rome, and
with new iconography that promoted their power in the Low Countries. They implicated
their affiliation with and status comparable to the Habsburgs by employing the gifted
sculptor Jean Mone to create their tombs. These monuments showcase a confluence of
iconography, style, and materials that create a formidable dynamic image of the Croÿs as
a force to be reckoned with, signaling their association with the Burgundians and the
Habsburgs. This dynastic agenda seems to have been conveyed conspicuously and
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audaciously through the alabaster funerary monuments in Heverlee, as responses from
Margaret of Austria evince.
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PART TWO: TAPESTRY
Chapter Three
Tapestries and the Courts of Burgundy and Habsburg

After the death of Margaret of Austria in 1530, Charles V entrusted the Habsburg
Netherlands to his sister, Mary of Hungary. Around this time and in the following
decades, the eastern and southern borders of Habsburg Christendom were directly
attacked by the Ottoman Turks, who had already seized Constantinople in 1453. 201 To
seek improvement in the Habsburgs’ relations with the Ottoman Empire, Charles V sent
Cornelis de Schepper, his ambassador to the sultan, Süleyman the Magnificent, to
negotiate a peace treaty. In De Schepper’s letter to Charles in 1534, the ambassador
noted that two European merchants, Pieter van der Walle of Antwerp and Jacob
Rehlinger of Augsburg had travelled to Constantinople to sell new editions of two sets of
tapestries – the Hunts of Maximilian (fig. 65) and the Battle of Pavia (fig. 66) – to the
sultan. 202 The merchants brought with them to the capital of the Ottoman Empire
samples of the tapestries, and were accompanied by the painter and tapestry designer
Pieter Coecke van Aelst, in the words of Karel van Mander, “to paint some things […] to
show the Turkish Emperor.” 203 Although this business opportunity concluded without
success, this endeavor suggests that tapestries were regarded as objects of high value,
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attractive for the sultan who was known for conspicuous consumption and fashioning his
court with luxury goods. 204
Tapestries of high quality, such as the ones the European merchants attempted to
sell to the sultan in 1533, were a currency of the elite, a medium through which patrons
demonstrated their wealth, status, and power. 205 The sovereigns of Burgundy and
Habsburg avidly collected tapestries and displayed them on occasions of significance for
viewing by various audiences. In this chapter, I will demonstrate the role of tapestries in
the self-fashioning of the patrons and how the hangings were intended to fulfill various
purposes in accordance with the objectives the patrons set for each occasion. To do this,
I will first discuss the production of these luxury hangings in the late medieval and
Renaissance periods, by highlighting key players in the success of the industry and the
Burgundians and Habsburgs’ involvement in the development of the tapestry industry in
the Low Countries. The final section of this chapter will discuss tapestry collecting in the
Burgundian and Habsburg courts from the late-fourteenth century to the mid-sixteenth
century, and the tapestries’ visual and ideological functions. This information provides
precedents for the later examples of tapestry collection and function that I discuss in the
following chapter. Chapter four aims to demonstrate how tapestries specifically
functioned in the spaces in which they were displayed. This current chapter is intended
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Production of Luxury Textiles in Italy, the Low Countries and Neighbouring Territories (FourteenthSixteenth Centuries), eds. Bart Lambert and Katherine Anne Wilson (Burlington: Ashgate, 2016), 40-48.
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as a necessary prerequisite for chapter four. It presents some fundamental and wellknown information about the production and use of fifteenth- and sixteenth-century
tapestries. Thus in setting up my arguments presented in chapter four, chapter three draws
on previous research conducted by other scholars.

Production of Tapestries
The history of tapestry weaving can be traced back to ancient Egypt and Greece,
but it was not until the fourteenth century that these hangings became definitively a
princely art form in Europe. The Burgundian dukes, who came from a rich tradition of
acquiring and displaying tapestries at the Valois court, were primarily responsible for this
new stage in the history of tapestry. 206 The Burgundian dukes received much credit for
reviving the tapestry industry in Flanders, but the degree to which they made decisive
influence in the development of the industry is subject to debate. 207 However, evidence
suggests that the Burgundians, who collectively amassed hundreds of tapestries for their
collection, did contribute in some form to the development of the tapestry industry in the
late fourteenth and the fifteenth centuries. Court involvement in the industry became
more apparent in the sixteenth century, as the powerful Habsburgs, the great patrons of
France and England – namely, Francis I and Henry VIII – and the high nobles of the Low
Countries all acquired a large number of tapestries for their own self-fashioning. The
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court was an important client for the industry, because tapestry production involved a
substantial workforce composed of a designer and workshop assistants, a master weaver
and assistants, and tapestry merchants who often times supplied dyestuffs and made
financial arrangements for weavers. It has been estimated that a third of Brussels
population (between 12,000 and 15,000 laborers) were those were involved in tapestry
production in one form or another. 208 Therefore, the courts and their commissions surely
had a significant economic impact on many people’s lives.
In brief, the production of tapestries involved the following craftsmen and
activities. A tapestry designer usually devises a composition from several preparatory
drawings, followed by a sophisticated and detailed sheet of the finalized design called
petit patron. The designer and/or his workshop then enlarge the petit patron into a
cartoon (patron in French, and cartone in Italian) to match the size of a tapestry.
Occasionally containing annotations, these cartoons, drawn with chalk or charcoal and
painted in body-color, are usually cut or folded into smaller sheets for weavers to be able
to closely examine intricate details. Particularly for large compositions of multiple
scenes, creating one set of cartoons may take up to a year. During the late Medieval and
early Renaissance periods, cartoons were available in paper and linen. Despite linen’s
greater durability compared to paper, by the late fifteenth century, paper cartoons
gradually eclipsed those of linen.
Once the finished cartoons arrive at a tapestry workshop, weavers work on the
hangings using one or more looms under the direction of the master weaver. A weaver
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first traces the designs from the cartoons on warps, which are made of wool and serve as
a backbone to each tapestry. After being folded or cut into strips, each cartoon is then
placed directly underneath a loom, for low-warp looms (basse lisse), or behind the
weavers, for high-warp looms (haute lisse). 209 Using low-warp looms facilitate and
expedite the weaving process, because a weaver can use fingers of one hand to create a
bigger shed between the odd and even warps, and use the other hand to weave the weft
threads through the sheds. Since this production necessitates working on the back of each
tapestry, the outcome is a reverse image of the original composition. When working
from high-warp looms, weavers rely on a mirror between the loom and the wall to see the
cartoon behind them, a production process slower than that on low-warp looms.
However, since the guiding image in the mirror is already reversed, the final product
bears the same orientation as the designs themselves. 210 Usually produced in sets, late
medieval and early modern tapestries were woven simultaneously on multiple looms. It
has been estimated that one square meter of coarse tapestry was woven per month, while
weaving tapestries of finer and quality material could achieve only half of that.
Comparable to the tapestries discussed in this chapter, a set of six, each measuring fiveby-eight meters, would have been completed between eight and sixteen months by thirty
skilled weavers. 211
A finished product would usually be sold at a public art market or by a tapestry
merchant, who organized and financed the production of many tapestries and some of
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whom were master weavers themselves. 212 Antwerp’s tapisierpanden were the epicenter
of the tapestry business where products woven at numerous workshops in Brussels,
Oudenaarde, and Enghien were sold as individual pieces, sets, or sometimes wholesale.
However, highly successful merchants also involved themselves in the trade by
cultivating a royal and elite clientele. Tapestry merchants supervised the progress of the
production and financed the weavers’ labor and material. 213 In certain cases, they subcontracted other manufactories for weaving. Much of the stock, particularly of fine
quality, was commissioned by the merchants themselves, who presented designs or
samples to elite patrons or advised them for a possible purchase. The merchants also
arranged tapestries on commission from patrons who sought to have hangings serve
specific purposes, such as commemoration of a contemporary event. Some of the
merchants enjoyed close relationships with and even employment at the courts of
England, France, Portugal, and Spain with titles of valet de chambre and financial
benefits. 214 Pieter van der Walle was a goldsmith and supplier of jewelry and tapestries
to Edward IV, Henry VIII, Mary of Hungary, and Philip II. Erasmus Schetz was one of
212

Tapestries were also sold at a public art market, such as the Tapestry Pand in the Schuttershoven in
Antwerp during the sixteenth century. In Schuttershoven, merchants and weavers exclusively sold
tapestries, raw materials, and cartoons. See Dan Ewing, “Marketing Art in Antwerp, 1460-1560: Our
Lady’s Pand,” The Art Bulletin 72 (1990): 558-584.
213
Materials required for high-quality tapestries were often very costly, as wool and silk threads and
dyestuffs were sourced across cultural and regional borders. Wool was imported from England to furnish
looms, full mills and dye vats. Silk was imported from Italy or Spain, and metal-wrapped silk from Venice
or Cyprus. Metal-wrapped silk, intended as a substitute for strips of gold coiled around the fiber, was
usually made with gilt silver, sometimes even gilt paper and animal gut. Alum, a key material for bonding
dyes and wool fibers, was sourced in Northern and Western Africa and Egypt, and made its way primarily
via sea routes to Flanders since the thirteenth century. See Sarah M. Guérin, “‘Avorio d’ogni ragione’: The
Supply of Elephant Ivory to Northern Europe in the Gothic Era,” Journal of Medieval History 36 (2010):
165; Jane Lemon, Metal Thread Embroidery (London: Batsford, 2004), 143; and Andrew Hamilton, “The
Art of Embroidery in the Burgundian Paraments of the Order of the Golden Fleece,” in Staging the Court of
Burgundy: Proceedings of the Conference “The Splendour of Burgundy,” eds. Wim Blockmans, TillHolger Borchert, Nele Gabriëls, Johan Oosterman, and Anne van Oosterwijk (Turnhout: Harvey Miller,
2013), 150.
214
However, as some scholars have pointed out, their employment at court could not be sustained, as
payments for the tapestry purchases were often delayed. See Wilson, “Tapestry in the Burgundian
Dominions,” 321-324.

101

the richest entrepreneurs in Antwerp who often collaborated and competed with the
Fuggers in the jewelry trade. He lent large funds to the Habsburgs in the 1520s and
hosted Charles V at his own residence in Antwerp in 1545. 215 Lastly, Joris Vezeleer, a
goldsmith who eventually became the master general of mint in Brabant in 1545,
ventured into the jewelry and tapestry business. He was involved in the contract between
Mary of Hungary and Willem de Pannemaker to secure the level of quality materials used
for the weaving of the Conquest of Tunis series (fig. 95). 216
The elite also participated in the tapestry industry, especially the Burgundian
dukes in whose Flemish cities the vigorous production of textiles had begun already in
the thirteenth century. Arras, one of the cities that received financial support from Philip
the Bold would supply the nomenclature for exquisite wall hangings. The duke
compensated local weavers by purchasing tapestries from the town every year from 1385
to 1402, and by frequent residing there. 217 In addition to Arras, the Burgundian dukes
purchased tapestries produced in Tournai, Enghien, Oudenaarde, Lille, Ghent, Bruges,
and Antwerp. 218 The purchases made in various cities may have helped maintain various
local tapestry productions until the end of the fifteenth century, by which point Brussels
became the leading center of tapestry production in the Low Countries. Not only did the
Habsburgs purchase their hangings most often through Brussels-based merchants, but the
imperial court’s presence in the city, firmly established by their residency in the
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Coudenberg palace, seems to have attracted artists, master weavers and assistant weavers,
and merchants from other cities. 219
One of the earliest occasions of the Habsburgs’ direct involvement in the industry
took place in 1539. In January of that year, Mary of Hungary ordered Charles t’Serraerts,
her councilor, and Pierre de Fief, procurator general of Brabant, to examine the
malpractice (prohibited since 1525) of painting details of hands, facial features, and
landscapes rather than weaving them. 220 The investigation led to the confiscation of
many tapestries made in Brussels, Oudenaarde, and Enghien. 221 After an appeal from
Philip de Lalaing, governor of Oudenaarde, and protests by weavers, including master
weavers in Brussels, Mary lifted the confiscation in March. However, as Buchanan
noted, Charles V had a placard published that stated “in view of certain great frauds, and
because of the value and esteem of the tapestry industry, in all the cities where tapestries
were made it was forbidden to add colors or the materials of painting, and to color
anything that was not worked in the tapestry itself with the exception of faces and naked
flesh by permitted materials, on pain of confiscation.” 222 Those who were charged with
this practice were fined heavily, although they were not excluded from the guild to which
they belonged. 223 In 1544, Charles V issued an ordinance of ninety articles that
thoroughly regulated tapestry production in the Low Countries. These articles range
from specifying the qualifications for working apprentices, as well as the marks of the
master weavers and of the cities of production that were to be included in the tapestries,
to limiting the “retouching” or enhancement of the product to only certain materials (such
219
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as ink and white, black, or red chalk) and to the regulation of conditions for tapestry
sales. 224
Together with the tapestry designers, weavers, and merchants, the Burgundians
and the Habsburgs were involved in shaping the landscape of the tapestry industry in the
Low Countries. The court’s role in tapestry production indicates that the rulers not only
found that the industry stimulated the local economy, which in turn contributed to
replenishing the imperial treasury, but that they also regarded tapestries as a crucial
medium with which they aimed to achieve various dynastic goals. The latter is the focus
of the following section.

Tapestries in the Courts of Burgundy and Habsburg, c. 1385-1558
The most important patrons of high-quality tapestries, the members of the
Burgundian and Habsburg households built an enormous collection of tapestries
comparable to those of the powerful rulers of France, England, and Italy. The
Burgundians presented a selection of their collection for important occasions on which
they received guests or participated in events outside the Low Countries. For Philip the
Bold, a profound appreciation for collecting and displaying tapestry originated from the
Valois court of France in the fourteenth century. His older siblings – Charles V, king of
France, Louis II, duke of Anjou, and Jean, duke of Berry – created unprecedented
collections of the medium by inheritance and purchase. From his siblings, Philip
developed a predilection for tapestries, acquiring more than one hundred of such
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hangings including the ones he inherited from his brother Louis. 225 Philip’s commissions
and purchases were intended for both his own personal collection and as gifts to his
friends (e.g. Jehan Canard, bishop of Arras, with the Twelve Peers of France), family
(e.g. Catherine, his daughter, with sets of hunting and pastoral scenes), and allies (e.g.
King Richard II and his uncles, dukes of York, Lancaster, and Gloucester, with a series of
Virtues and Vices, The Life of Moses, The Life of Clovis, and the History of Déduit and
Plaisance). 226 As Campbell has noted, his use of tapestry as diplomatic gifts “helped
cement the status of tapestry as an object of princely attention.” 227 The duke seems to
have regarded tapestries as a powerful political tool that would serve as a diplomatic aid.
For instance, Philip had a set of the Life of Alexander the Great, which was woven with
gold threads, delivered to Sultan Bajazet I as ransom for his captured son, John the
Fearless. 228 The tapestries must have greatly pleased the sultan; after he received them,
he referred to Philip as “King of Flanders” who had presented the sultan with “a
magnificent set of tapestries, as well as some prize hounds.” 229
Most of the duke’s purchases derived from the commercial ventures of various
tapestry merchants, but he also customized some hangings specific to his interests and
celebrations. Examples include the Victory of Bertrand du Guesclin, which represented
the French military commander’s triumph over Charles II of Navarre, who had conspired
to obtain the duchy of Burgundy before Philip. The Battle of Roosebeke series, which
was commissioned in 1384, commemorated Philip’s victory over the three most powerful
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and rebellious Flemish towns of Ghent, Ypres, and Bruges two years earlier. It was
designed by Jean de Viry and Jean de Chasot, both of Arras, and woven by Michel
Bernard from the same city. 230 Measuring over 134 feet in total length, this large
Roosebeke series is no longer extant, but we know it was acquired by the Habsburgs, as it
was recorded in the 1536 inventory of Charles V. 231 In 1393, John of Gaunt, duke of
Lancaster, objected to tapestries depicting battle scenes displayed during his peace
negotiations with Philip the Bold and Jean, dukes of Burgundy and Berry, at Calais. The
hangings were replaced by a set of Passion of Christ, under the approval of Lancaster. 232
John the Fearless is not particularly known for artistic patronage, but he did
follow in the footsteps of his predecessor to some degree. He acquired tapestries for his
own use and for gifts, as well as customized hangings such as the well-known Battle of
Liège (commissioned in 1411), which depicted the battle that he and his brother-in-law,
John of Bavaria, fought against the rebellious prince-bishopric. 233 This six-piece set was
over 230 feet long, and displayed at Arras upon the arrival of Thomas Fitzalan, earl of
Arundel, and his soldiers to assist the duke in the battle against the Armagnacs. 234 It was
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also displayed in the grande salle, or the great reception hall of the ducal palace in
Bruges, during the wedding of Charles the Bold and Margaret of York in 1468. 235
Philip the Good, the third Burgundian duke, collected about one hundred sets by
the time of his death in 1467, including the hangings he had inherited from the former
dukes. Some of the most admired tapestry sets of late medieval Europe belonged to him,
and the Habsburgs who inherited the Burgundian tapestries continued to use those
previously in his collection. One of Philip’s famous tapestries sets is the eight-piece Story
of Gideon, commissioned in 1449 for ceremonies of the Order of the Golden Fleece.
This ensemble was designed by Bauduin de Bailleul of Arras, and woven under the
supervision of the Tournai-based master weavers, Robert Dary and Jehan de l’Ortie. 236
This enormous eight-piece set (about 20 by 330 feet in total surface area), woven with
fine wool, silk, and silver- and gilt-metal-wrapped threads, narrated the account of the
Order’s patron, Gideon, whose victory over the Mideonites provided a powerful
mythological parallel to Philip’s ambition to liberate Jerusalem from the Ottoman Turks.
The tapestry set was later displayed at all subsequent meetings of the Order of the Golden
Fleece and other prominent ceremonies at the Burgundian court, including in the throne
room at the Coudenberg Palace in Brussels during Charles V’s abdication in 1556. 237 Its
importance to the Habsburgs is attested by three repairs the set underwent in the first half
of the sixteenth century. 238
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Another noteworthy set commissioned by Philip the Good is the six-piece Story of
Alexander the Great, which was purchased for an extraordinary sum of 5000 gold crowns
in 1459 from Pasquier Grenier, a highly successful mercer of tapestries in the courts of
England and the Low Countries (fig. 60). 239 Philip the Good envisioned himself as a
second Alexander the Great and identified himself with the triumphant ruler who
conquered the East. 240 Documented displays of this Alexander series include 1461, when
it was hung on the façade of the Hotel d’Artois in Paris along with the Gideon set during
Philip the Good’s visit to the city after the coronation of Louis XI in Reims; 1469, when
Charles the Bold met with the leaders of Ghent at the Coudenberg Palace in Brussels to
discuss the recent uprising; and 1473, during Charles’ negotiations with Emperor
Frederick III at Trier regarding a marriage between Mary of Burgundy and the archduke
Maximilian, and at the conferment of the royal crown to Charles. 241
Philip the Good also acquired hangings of religious themes, such as the Passion of
Christ and a History of Esther and Ahasuerus in 1461 and 1462, respectively. Another
exquisite set of hangings is his famed Millefleur armorial set, which was acquired from
Jean de Haze of Brussels in 1466 (fig. 61). 242 Woven with fine silk and wool, and
metallic threads under the supervision of the merchant, Jehan de Haze, these tapestries
are a recreated floral paradise translated from the Christian notion of the Garden of Eden
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and of the Heavenly Jerusalem, or a garden as the Church. 243 At the center of this
paradise garden is Philip’s coat of arms, signifying the duke’s lordship over the heavenly
and earthly dominions. Charles the Bold was particularly fond of the set and hung it on
the walls of the imperial hall at Trier during the 1467 negotiations along with the
Alexander (fig. 62). They also accompanied him to the devastating wars against the
Swiss army in the 1470s. 244
Charles the Bold added several noteworthy tapestry sets to the Burgundian
collection. He received an eleven-piece set of the Story of the Trojan War from the town
and castellany of Bruges in 1472 through Grenier (fig. 63). 245 The design of this set has
been attributed to the so-called Coëtivy Master, who worked for the French court
between 1461 and 1481, and it is likely that the tapestries were woven in Tournai. 246 As
was the case with many late medieval tapestries, the Trojan War pieces are entirely filled
with figures in various costumes and armor, lances, banners, horses, and fanciful
buildings vertically bracketed by cartouches of inscriptions in French that provide the
narrative of each hanging. The Trojan War garnered much attention from the duke’s
contemporaries, many of whom acquired their own editions of the tapestries. These
figures include Federico da Montelfeltro, duke of Urbino (acquired in 1476), Henry VII,
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king of England (in 1488), Matthias Corvinus, king of Hungary (before 1490), Charles
VIII, king of France (before 1494), and James IV, king of Scotland (by 1503). 247
The Habsburgs continued to build a robust collection of tapestries, which included
those they inherited from the Burgundians. Little is known about Maximilian I’s
patronage of tapestries, but he seems to have had a substantial collection. With his first
wife, Mary of Burgundy, he purchased from the Bruges merchant, Philippe Sellier, five
tapestries (not all of these are known) in 1478 as a gift to the great chamberlain of
England. 248 In the 1510s, he acquired several tapestries, including an eight-piece series
of the Triumph of Julius Caesar from the Tournai merchant, Arnould Poissonnier, in
1510. 249
However, it is Margaret of Austria, Charles V, and Mary of Hungary who
revitalized tapestry collecting at the Habsburg court. Margaret owned about 130
tapestries. Prior to her acquisitions as the regent of the Netherlands, Margaret’s
collection had already begun to take shape during her earlier years at the courts of France
and Spain, where she received tapestries as gifts. At the French court, where she was
betrothed to the dauphin Charles VIII, son of Louis XI, who later annulled the agreement,
she received chambers of tapestries that included verdures. After Margaret became the
widow of Juan of Castile in 1497, Isabella of Castile presented her with tapestry sets as
parting gifts, including the Life of St. Helena, the Life of Joshua, the Life of Alexander the
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Great, and the Sacraments. 250 Margaret also purchased the so-called the Square Passion
and its accompanying baldachin, designed by Van Orley and woven in the workshop of
Pieter de Pannemaker sometime in 1518 and 1524 (fig. 64). 251 At Tournai, she purchased
a set of Savages by the Poissonnier workshop, and commissioned heraldic hangings from
Enghien manufactories as gifts to individual churches and monasteries in her domain.
The regent’s interest in exquisite hangings are further attested by several commissions
she entrusted to the hands of Pieter (Edingen) van Aelst, whose design of a genealogy of
the kings of Portugal she presented to her father, Maximilian I in 1511, and Bernard van
Orley, who received several orders from her on allegorical and religious designs. 252
Charles V, whose early years were spent at Mechelen under Margaret’s tutelage,
possessed an assemblage of tapestries. His frequent travels through the vast domain of the
Holy Roman Empire and his presumably lackluster interest in the arts pose challenges to
gauging the extent of his collection and evaluating his collecting practices. However, his
tapestry purchases, usually assisted by other members of the Habsburgs, are superb
additions to the tapestry collection he inherited from his parents as well as his
Burgundian predecessors. 253 The inherited sets from Spain include a six-piece set of
Dévotion de Notre-Dame, designed by Pieter (Edingen) van Aelst in 1502, received upon
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his succession to kingship in 1517. In the year of his imperial coronation in 1520,
Charles placed orders for new tapestry sets that reveal his interest in the luxurious
hangings: eight-piece sets of the Life of Perseus and Falconry (chasse et volerie), and a
modest fifteen-piece Shepherd series purchased from Gabriel van der Tommen. 254 Pieter
van Aelst, who was also a significant supplier of tapestries to Henry VIII in the 1520s,
presented Charles with impressive editions of the Siege of Troy, the Life of Noah,
Elephants and Giraffes, and Falconry. 255
Between the late 1520s and early 1530s, Charles received two remarkable,
customized tapestry sets, known as the so-called Hunts of Maximilian (fig. 65) and the
Battle of Pavia (fig. 66). 256 The Hunts of Maximilian, possibly designed by Van Orley in
c. 1528-31 and woven in Willem and Jan Dermoyen’s workshop in Brussels in 1531-33,
represents the era under the Habsburg imperium in the Low Countries as peaceful and
prosperous, by showcasing the portraits of Charles V, Mary of Hungary, and other
courtiers. 257 Featuring hunting scenes across twelve tapestries according to the twelve
months of the year, the hangings prominently present members of the Habsburg court in
their favorite activity overlooking recognizable landmarks in Brussels from the imperial
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hunting area, the Soignes. 258 Woven with wool, silk, and metallic threads, this is another
monumental set in the Habsburg collection, measuring about 240 feet in length. 259
Designed by Van Orley and woven with wool, silk, and metallic threads probably
also by Willem Dermoyen’s workshop, the seven-piece Battle of Pavia series was
commissioned by the States General of Brabant around 1527 and completed by 1531, the
year it was presented to Charles during a meeting in the Coudenberg palace. 260 The
scenes, which feature life-size portraits of many protagonists, chronicle various events
during the battle in a realistic, topographic rendering of the city of Pavia and its vicinity.
The set functioned to commemorate Habsburg victory in a critical conflict with the
French that resulted in Charles’ ascendency over Italy. Measuring over 190 feet in
length, the Pavia set was displayed in the appartement of Prince Philip, son of Charles V,
in the palace of Mary of Hungary at Binche in 1549. 261 It was also displayed in the
grande salle of the Coudenberg Palace in 1556. The French delegate, Admiral Gaspard
de Coligny, objected to the set displayed during his visit to sign the peace treaty of
Vaucelles between Philip II of Spain and Henry II of France. 262
Mary of Hungary, who succeeded Margaret of Austria as regent of the
Netherlands, cultivated tapestry collection the Habsburg court. Mary’s collection began
with tapestries she received from Margaret shortly after her death in 1530. These
tapestry sets include a four-piece set of Credo, depicting a dialogue between the Old
Testament prophets who foretold the New Law to be fulfilled by Christ and, the Apostles;
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a set of four History of St. Helen scenes; a six-piece Cite des Dames; and an Alexander
tapestry. 263 In the following years, Mary purchased a large, twelve-piece set of the
History of Hercules, documented in 1535, from Willem Dermoyen. 264 Until the end of
the 1530s, Mary acquired verdure tapestries from the Antwerp tapestry merchant, Joris
vanden Eede (1538) and a six-piece set of the History of Paris and Alexander from de
Pannemakers. 265
In the next decade, Mary added to her collection of exquisite tapestries, notably
by acquiring the Seven Deadly Sins (figs. 68-74), designed by Coecke, from Van der
Walle, and a seven-piece set of the History of Scipio Africanus (fig. 93) by Giulio
Romano (with Giovanni Francesco Penni) in 1544; the History of Tobias from Schetz in
1547; and the Story of Vertumnus and Pomona (fig. 67), attributed to Coecke, from
Vezeleer just before 1548. 266 Along with the Battle of Pavia set, these tapestry series
purchased by Mary during the 1540s were displayed in her palace and hunting lodge in
Binche and Mariemont in 1549. Especially these sets are comparable to those made by
other powerful rulers of her day, such as Francis I and Henry VIII. The depth of her
profound interest in tapestries can be demonstrated by some of the objects found in her
unpublished inventory of 1558. This document includes mentions of petit patrons and
cartoons of a nine-piece set, designed and produced by Michiel Coxcie, representing the
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decisive victory of Charles V over John Frederick of Saxony and the German Protestants
in 1547. 267 In the 1550s, she owned two sets of the History of Aeneas, including a sevenpiece set purchased from the Brussels weaver Cornelis de Ronde. 268 By the time of her
death in 1558, Mary possessed no less than 254 tapestries. These tapestries were
bequeathed to her niece, Joanna of Portugal in 1558, and some of the collection went to
Philip II in 1571. 269

Conclusion
Tapestry of high quality provided a common language shared amongst the elite
during the late medieval and Renaissance periods. Burgundian and Habsburg tapestries
discussed in this chapter primarily served to promote dynastic agendas, strengthen
alliances, and to navigate diplomatic negotiations. These tapestries were scrutinized
during particular and highly significant occasions, indicating the crucial ideological
functions these visually and materially rich images performed. Examining in more detail
how tapestries conveyed a prescribed meaning in the contexts in which they were
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displayed offers insight into the role of tapestries in European politics. As an
illuminating example of this, the final chapter will examine Mary of Hungary’s tapestries
on display during a lavish festivity in the regent’s palace in Binche in 1549.

116

Chapter Four
Tapestries at Work: The Imperial Festival at Binche, 1549

“[…] extremely fine material, embroidered in silk, gold, and silver,
with much of talent that no one had ever seen such ingenuous
compositions of the represented subject.” 270
“[…] a magnificent tapestry in which the victories and conquest of Scipio
Africanus unfolded […]” 271

The Spanish chronicler, Juan Cristóbal Calvete de Estrella (d. 1593) described in
the above words tapestries he saw at Mary of Hungary’s palace in Binche in 1549. Five
years prior to Calvete’s visit, Mary commissioned the sculptor and architect Jacques
Dubroeucq to erect a palais and château near Mons, in the province of Hainault. These
structures were mostly completed by the time Philip, son of Charles V, arrived in Binche,
accompanied by Calvete. This visit was part of an extensive imperial tour through the
Habsburg Empire planned by Charles in order to ensure a seamless transition of power to
Philip. The emperor had particular concerns regarding the Low Countries, because the
imperial court and its treasury were substantially dependent on the support of their high
nobility and prosperous cities. In addition, Philip was a Spanish native whose cultural
and linguistic background did not appeal to his future Netherlandish subjects. For these
reasons Charles, together with his sisters Eleanor of Austria and Mary of Hungary,
accompanied Philip during his entries into cities in the Low Countries to promote him as
a suitable Habsburg ruler and successor. Their visit to Binche was unique, however,
because the prince was presented exclusively to the nobility at an imperial venue. This
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occasion was crucial for fostering and renewing the nobility’s loyalty to the Habsburg
court, and tapestry was an efficacious media with which to mobilize the elite.
This final chapter is concerned with how tapestries specifically functioned during
this festival at Binche and Mariemont in 1549. 272 Among some of the most celebrated
tapestries in Mary of Hungary’s collection, the Seven Deadly Sins set (figs. 68-74) was
displayed in the grande salle, a reception hall for banquets and performances, and a
tapestry from the History of Scipio Africanus set (fig. 93) appeared in the so-called Salle
Enchantée, a room known for ingenious stage mechanisms and effects appealing to the
five senses. In this study, I treat the account of the court chronicler Calvete on Philip’s
journey through the Habsburg Empire (El felicissimo viaie d'el Poderoso Principe don
Phelippe, hijo d'el Emperador don Carlos Quinto Maximo […], published in 1552) as
appropriately reflective of the intentions of the Habsburgs behind the festival. 273 Two
contemporaneous sixteenth-century watercolors are also consulted for reconstructing the
grande salle and Salle Enchantée. 274 Using these sources as textual and visual guides, I
will contextualize the tapestries in the spaces in which they were displayed and discuss
the performative functions they fulfilled. As the ways in which tapestries fulfilled their
functions differed from one location to another, this chapter examines these spaces
individually and demonstrates how the tapestries fit into the overall program of the
festivity. I will argue that these specific tapestries displayed at this particular moment in
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history created an otherworldly experience that served to promote Habsburg hegemony
during an imperial festival.

The State of Research
As an influential event in the history of late medieval and early modern court
festivals, the festival at Binche and Mariemont merits an in-depth investigation. Its
historical and artistic significance is evidenced by its clear influence on festivities at the
courts of England and France during the later half of the sixteenth century and into the
seventeenth century. 275 It is the subject of several contemporaneous accounts by authors
from Spain, Italy, Germany, and France. 276 Moreover, a popular proverb, “more
magnificent than the festivals of Binche” circulated at other European courts. 277
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Such an encomium notwithstanding, the splendor of the event rather quickly
faded into oblivion. Only a few years after the completion of the palais and château, the
French troops under Henri II demolished the buildings in 1554. 278 The precious objects
and furnishing that once adorned the rooms narrowly escaped destruction. Efforts to
restore the buildings ensued, but they frequently came to a halt during a prolonged period
of social, political, and religious unrest in the Southern Netherlands in the second half of
the sixteenth century. The buildings were never sufficiently restored or reconstructed.
Scholarly efforts to recapture the glory of the Binche festival emerged in the
nineteenth century when staunch nationalism guided the formation of modern-day
European states, including Belgium. Archival research and archaeological exploration of
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the site contributed to an increased understanding of the event that would be published in
articles by Désiré-Joseph Lepers, Léopold Devillers, Théophile Lejeune, and Léon
Huguet appearing between 1850 and 1878, and in an extensive book on the history of
Binche by Lejeune in 1887. 279 Archaeological research on the imperial buildings in
Binche continued into the twentieth century during the First World War and the interwar
years. These efforts were published in Eugène Derbaix’s study in 1928 and Emile
Devreux’s essays between 1926 and 1936. 280 The research resumed after World War II,
and the excavation project extended to Mariemont, followed by Robert Wellen’s article
on the site in 1962. Subsequent studies from 1968 through 2005 on Dubroeucq and his
activity as an architect have deepened our understanding of his work in Binche and
Mariemont. 281
The events that took place at Binche and Mariemont emerged as a critical subject
of a 1960 publication which consists of papers from an international conference on
Renaissance festivals and remains to this day as a key study on the subject. 282 In 1995,
Samuel Glotz presented a comprehensive analysis of the Binche festivities that brought
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together both archaeological and art-historical research in his De Marie de Hongrie aux
Gilles de Binche: Une Double Réalité, Historique et Mythique. 283 Others including
Krista De Jonge, Emily Peters, Iain Buchanan, and Marta Carrasco Ferrer have published
analyses of architectural and topographical reconstructions, thematic compositions of the
rooms, furnished objects in the grande salle, Mary of Hungary’s tapestry collection, and
political implications of the tournaments. 284 A recent interdisciplinary conference held in
Mons (2015) that brought together the newest research addressing numerous aspects of
the imperial event – from music and performances to art and architecture – presents the
fruits of scholarly activities on Binche and Mariemont, and points to further areas of
research. 285
In further developing the talk I presented at that conference, I will demonstrate
how the materials, weaving techniques, subject matter, and location of the Seven Deadly
Sins set and the Scipio tapestry contributed to activating the iconographic programs of the
venues in which the tapestries were displayed. Late medieval and early modern tapestries
have engendered much scholarly attention in the last few decades, and major museums
have showcased them masterfully in exhibitions and accompanying catalogues.
However, even though tapestries were originally displayed at particular occasions, studies
still focus primarily on production, iconography, style, and collecting of tapestries.
Lacking are analyses exploring the complex ways in which tapestries participated in
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specific events during which they were viewed. Only a few studies have approached
tapestries in this manner, including James Harper’s dissertation and exhibition on the
Barberini tapestries. 286 A 2015 exhibition, Fäden der Macht: Tapisserien des 16.
Jahrhunderts aus dem Kunsthistorischen Museum emphasized the conditions and
circumstances concerning the display of tapestries and encouraged close examination of
the materials and weaving techniques involved in making them. 287
The analysis and interpretation in this chapter align with these studies. It locates
the tapestries in the particular spaces in which they were displayed and explores the
iconography and physical presence of the tapestries that contributed to communicating
prescribed agendas to the audience. I will examine the materials of the hangings and the
visual effects achieved through design, weaving, and display that critically impacted the
audiences’ engagement with the tapestries and also with other objects that adorned the
same space and with the events that took place there. To facilitate this approach to my
analysis, a discussion of the festivity and the audience is necessary.

The Imperial Festivity in Binche and Mariemont, 1549
The festivity at Binche and Mariemont was occasioned by the imperial
entourage’s journey through the Habsburg dominions between 1548 and 1549. 288
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Charles V and Prince Philip’s stay at Binche differed from other ceremonial visits they
made, however. For the first and only time, the future ruler performed his role as the
noblest knight, albeit scripted, in the presence of the local and international elite, as much
as he was entertained within the strict boundaries of the royal quarters. A flurry of
tournaments, combats, banquets and a masque were programmed to present Philip to the
nobility, whose allegiance the Habsburgs (and previously, the Burgundians) regarded as
imperative for maintaining power and control in the Low Countries. Predominantly
drawn from medieval chivalric tales, the carefully devised program presented Philip as
the emerging monarch of supreme valor and divine appointment: in other words, as a
leader worthy of the nobility’s loyalty and support. Moreover, tantalizing presentations
achieved by using costly materials for costumes and by skillful construction of temporary
structures and execution of special effects left an indelible mark on the history of
Renaissance festivals.
Charles and Philip arrived at the gates of Binche on the night of August 22, 1549.
Greeted by the governor, the burgomaster and many gentlemen, the entourage followed a
path through the golden palace gate in the form of a triumphal arch. 289 The first
tournament took place in a large courtyard of Mary’s palace after hearing mass on August
24, the feast day of St. Bartholomew. Flemish, Spanish, and French knights fought
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against their opponents, or “adventurers,” in the courtyard until nightfall. As the
tournament on foot concluded, an enormous serpent spewing flames entered in, and two
knights dressed like savages in ivy rose from the creature’s body and began fighting with
the adventurers. Prince Philip and his entourage then appeared and engaged in combat
with the marquis of Berghes using pike and sword.
Afterwards, the competitors gathered for dinner in the Hall of Medals in Mary’s
palace, where dances and additional programs followed. At midnight the King of Arms
announced the names of the victors who were given the opportunity to select women to
deliver their prizes. The night came to a close after a letter was presented to Charles V
and read to the attendees. It contained the next challenge to defeat the diabolical
Norabroc in the Château Ténébreux where prisoners were held captive. For the next two
days, numerous adventurers appeared to complete three “passes” constructed in the
countryside outside the walls of Binche, near Mary’s château in Mariemont, after which
the final knight would need to release a sword from a pillar mounted on a rock and use it
to overcome Norabroc. 290 Only a handful of adventurers managed to defeat all three
knights guarding each pass and attempted to pull out the enchanted sword, only to realize
that they were unable to do so and thus not destined to conquer the tyrant. A valiant
knight-errant named Beltenebros, played by Prince Philip, was the ultimate victor who
broke the spell and freed the knights who were held captive at the Château Ténébreux.
Following the arduous journey to the enchanted castle to vanquish Norabroc, a
flamboyant masque was staged in the grande salle of the palace in Binche (fig. 75). As I
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will discuss further below, groups of women and knights danced until savages appeared
and engaged in a fight with the existing knights. The intruders won the combat and had
their squires transport the ladies to the savages’ castle far away. The knights pleaded
with Mary and her guests to allow them to chase after the savages and demolish the
enemy’s stronghold. Charles V conceded and announced the pursuit, which he would
watch.
On the next day, the siege of the savages’ castle took place before Mary’s hunting
lodge in Mariemont. Organized as a military camp, the armed infantry, pikemen,
arquebusiers, and cordons were equipped with artillery and culverins. The imperial
family and their guests witnessed and dined during the initial reconnoiter of the knights,
and a tug-of-war between defense and offense. By sunset the fortress was besieged and
the savages fled. The Habsburgs and the guests returned to Binche for additional
festivities following the knights removing their masks to reveal their identity to the
witnesses in the gallery of the palace.
The tournaments at Binche concluded at a small plaza in the town. The narrowly
barricaded lists featured the stage for the final melee, which the imperial family and
guests watched from a raised gallery near one of the gates to the square. Combat
between competitors was carried out in an orderly fashion, yet some sustained serious
injuries. The final moments of the entire festivities were devoted to the Salle Enchantée
(fig. 94), which featured a series of amusing inventions including illuminated mirrors,
atmospheric effects, and descending tables of delicacies.
The festival at Binche was held for the local and international elite. From
Calvete’s account, we know that the nobility from Spain, Italy, and the Low Countries,
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along with the Habsburgs, participated in the program. For the scope of this dissertation,
the following list identifies the primary participants/attendees from the Low Countries
grouped by their closest family ties:

Adrien de Croÿ (c. 1475-1555), count of Rœulx*
Hughes II de Melun (1520-1553), prince of Epinoy
Charles II de Croÿ (1522-1551), seigneur of Croÿ
Maximilien II of Burgundy (1514-1558), seigneur de Beveren*
Jean d'Alsace de Hennin-Liétard (1480-1562), count of Boussu*
Lamoraal d'Egmont (1522-1568), count of Egmont*
Guillaume de Nassau (1533-1584), count of Nassau-Bréda and prince of Orange
Philippe de Montmorency-Nivelles (c. 1518-1568), count of Horne*
Pierre Ernest de Mansfeld (1517-1604), count of Luxembourg*
Jan IV de Glymes (1528-1567), marquis of Berghes*
Charles de Brimeu (1524/1525-1572), count of Meghem*
Philippe de Lalaing (1510-1555), count of Hoogstraeten*
Charles de Lalaing (1506-1558), count of Lalaing*
Jacques de Ligne (c. 1503-1552), count of Fauquenberghes*
Jean de Ligne (1525-1568), baron de Barbançon and count of Arenberg*
Jean III de Trazegnies (c. 1470-1550), baron of Trazegnies and Silly*
Claude Bouton (d.1556), seigneur de Corbaron
Jean de Lannoy (c. 1509-1560), seigneur of Molembaix*
Jean de Lannoy de Mingoval, seigneur of Mingoval
Philippe de St. Aldegonde (c.1530-1574), seigneur de Noircarmes
Thomas Perrenot (1521-1571), seigneur de Cantecroy
Jérôme Perrenot (1524-1554), seigneur de Champagney
Jacques de Marnix (c.1514-1557), seigneur de Toulouse
Charles de Wignacourt, seigneur de Wignacourt

Note: Asterisk (*) indicates the Knights of the Golden Fleece

This list reveals that those who participated in the events are members of the
leading nobility. The houses of Croÿ, Lalaing, Egmont, Nassau, Lannoy, Glymes, and
Montmorency, some of whom I have discussed in chapter two and who are named in the
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list, accounted for more than half of the political appointments from 1503 to 1572. 291
And many of them were Knights of the Golden Fleece who formed a close alliance with
Charles V. The tournaments on foot and horseback, jousts, combats, and masque were
performed by Philip and the nobles together. 292 The participants undertook multiple roles
throughout the event, from judges, adventurers, defenders, prizewinners, and knights, to
acting as Moors and “Hungarians.” In the case of the first and final tournaments, as well
as the adventures of Château Ténébreux, these men competed directly and indirectly with
Prince Philip, in a tightly controlled program with predetermined outcomes. Thus, during
the event, the social and political boundaries between the Habsburgs and the nobility
were constantly crossed in the combats and redefined upon each of Philip’s victories.
During the tournaments and masque, conflicting political agendas were momentarily set
aside. Struggle and strife staged in the combats were symbolically resolved to Habsburg
advantage.
The event and its programs can be interpreted as responding to the difficult
position the Habsburgs found themselves in with regard to the local nobility in particular.
Years prior to the Binche festivity, Mary of Hungary sought, with Charles V’s strong
support, to contain the regional power of the top nobility by shuffling govenorships. 293
By granting various appointments to the powerful families in different regions, thereby
ceasing the hereditary assignment of localities, Mary successfully curtailed the nobility’s
authority. Meanwhile, in 1548 Charles consolidated under one administrative entity the
provinces of Brabant, Hainault, Artois, and Utrecht, decisively bringing together the
291
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Habsburg Netherlands in a distinct Burgundian alliance. 294 This measure assisted the
emperor’s efforts to keep in check the nobility who had ties to France and Protestant
Germany. However, Philip’s impending assumption of the throne was unwelcomed in
the Low Countries. Presented to the local nobility, skeptical of and uneasy about his
succession, the prince’s performance in the tournaments was subjected to intense
scrutiny. The emerging ruler must demonstrate his authority and military prowess,
necessary for gaining support from the nobles and establishing his foothold in the Low
Countries. By presenting Philip as the victor of the tournaments and conqueror of
dangerous forces, the event conveyed a dynastic message that the prince’s power must
not be challenged nor his legitimacy as a future ruler contested.
Tapestries were one of the most effective media to assert pro-Habsburg
propaganda during years of uncertainty associated with the transition of power from
Charles V to Philip of Spain. Directed at the elite during Philip’s visit to the Low
Countries, some of the most celebrated tapestries in Mary of Hungary’s collection were
displayed at her residences in Binche and Mariemont during the festivities held there as
part of the activities to mark that transition of power. 295 I will argue that the Seven
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Deadly Sins set and the Triumphs of the Oxen and Elephants tapestry from the History of
Scipio Africanus effectively conveyed Habsburg dynastic claims to the elite audience in
order to reassert socio-political hierarchies in terms that naturalized and supported
Habsburg hegemony.

The Seven Deadly Sins Series in the Grande Salle
Designed by Pieter Coecke van Aelst in the early 1530s, the Seven Deadly Sins
set is conceived in cavalcades of historical, biblical and mythological figures in a
triumphal procession (figs. 68-74). This imagery recalls Prince Philip’s processions
through the Habsburg domain in the context of his succession. According to Calvete, this
set of large tapestries (each measuring about 14 feet tall and 26 feet wide) was hung on
the walls of the grande salle at Binche in the sequence beginning with Gluttony, followed
by Lust, Anger, Envy, Avarice, Sloth, and ending with Pride. 296 Calvete mentions that
six tapestries were on display, while the Pride tapestry was replaced by a baldachin of the
same theme. 297 All represented scenes uniformly feature a female personification of each
sin mounted on a classicizing chariot pulled by uncanny, sometimes demonic, creatures.
A plume of smoke rises from the chariot to the sky, as it moves forward and tramples on
those who fall prey to sin. An entourage of figures accompanies the personification,
while other related personages proceed alongside and in front of the cart. Each cortege is
led by a standard bearer on horseback holding a banner containing a symbol
corresponding to the particular sin in question. A winged personification of the opposing
virtue hovers over the group, which passes by a city or landscape in the distance.
296
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Decorative borders containing inscriptions in Latin, and an abundance of fruit, flowers
and putti serve a dual function of framing the depicted scenes and inviting the viewer into
the fantastical and whimsically created world. 298
The tapestries have a legible and rhythmic composition. According to a
sixteenth-century manuscript now in Madrid written for the master weaver Willem de
Pannemaker detailing the original iconographic program of the entire set, models of
virtues were also included in the tapestries. 299 Coecke, however, deviated from the
program to enhance the visual legibility of the scenes by relegating the virtuous figures to
the far background. He also designed each figure as gesturing expressively and enlarged
select figures in the foreground in order to animate the procession. Instead of inserting
inscriptions next to figures for identification, a strategy often employed in tapestries from
the fifteenth and early sixteenth centuries, Coecke designed some key figures as bearing
attributes that were readily recognizable to the audience. However, as I will discuss later,
other figures wearing costumes that are contemporary, classical, or even exotic may have
been difficult to identify. For this reason, it seems that the descriptions in the Madrid
manuscript were necessary for the weavers to be able to identify the figures they were
creating.
In these tapestries, time and space are conflated in such a way that information
about the vices is conveyed especially vividly. Figures culled from history and ancient
298
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mythology occupy the same space, parading together as a collective unit. The individual
backdrop is specifically assigned to each sin, thus serving as a suitable stage for the
cortege. Therefore, the procession as a whole transcends chronological, ideological, and
geographical boundaries.
A well-known theme that captivated the medieval and early modern imagination,
the depiction of the virtues and vices served to provide moral guidance to Christians and
keep the failure of temptation at bay. 300 The morality topic first appeared in Prudentius’
didactic poem, Psychomachia, which depicts the battle between the personifications of
the Virtues and the Vices. Later, the seven virtues and vices were analyzed and
compared by Thomas Aquinas and Saint Bonaventure in Summa Theologica (I-II.84.4)
and Breviloquium (III.ix), respectively.
Morality was an indispensable component of princely education. A tradition
originating in antiquity and revived in the late medieval and early Renaissance eras, the
speculum principis was part of a curriculum treating the concepts of honor and fame as
the supreme achievement of a ruler. 301 Several texts were composed specifically for the
education of the prince, including John of Salisbury’s Policraticus (1159), translated into
French in 1372; Aquinas’s De regimine principum ad regum Cypri (1265-66) and De
eruditione principum (c. 1265); Aegidius Romanus’ De regimine principum (1268-86),
translated into French by Jean Wauquelin for Philip the Good; Erasmus’ Institutio
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principis christiani (1516), dedicated to Charles V; and Guillaume Budé’s L’Institution
du Prince (1518-19), written for Francis I. 302 Those closely associated with the
Burgundian and Habsburg courts produced commemorative and eulogistic texts on
similar and related subjects, such as Le Temple d’Onnour (1385) by Jean Froissart; La
Complainte de Fortune (c.1465) by Georges Chastellain; Le Débat de Cuidier et de
Fortune (1477) by Olivier de la Marche; and Le Temple d’Honneur et de Vertus (1503)
by Lemaire, who, as discussed in chapter one, worked for Margaret of Austria as court
historian and supervisor of the construction of the Brou monastery until 1512. The
profusion of literary works on this theme attests to the importance of practicing virtue and
shunning vice in order to attain honor and fame befitting a ruler.
There were at least two known tapestries in the Burgundian collection that dealt
with the theme of virtue and vice. Philip the Bold purchased “Ystoire des visches et des
vertus” in 1385 from Jean Cosset in Arras, and “ymaiges des 7 vertus et des 7 vices et
soubz lesdites ymaiges ou tapis sont plusiers empereurs, rois et autres personages
demonstrant lexemple de lesposition d’icelles.” 303 Like the Burgundians before them, the
Habsburgs acquired tapestries depicting virtues and vices. The Moralidades set (c. 1520)
offers the didactic theme in three tapestries, portraying three ways to attain honor:
through nature (natura), scripture (scriptura), and grace (Gratia) in the practice of the
three theological and four cardinal virtues, together known as the seven virtues. 304
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Figures are conceived in the visual language of the elite, some wearing courtly attire and
others in fanciful armor holding swords, lances, arrows, standards, and other types of
battle gear. This set entered the Habsburg collection through Catherine of Austria,
Charles V’s sister. 305 In addition, the Triumph of the Seven Virtues series shows the
personified virtues riding on chariots in a triumphal procession with historical and
biblical figures that exemplify them.
The most celebrated set on the theme in the Habsburg collection is Los Honores
(1520s), which, most likely woven for Charles V, presents the princely virtues as opposed
to the vicissitudes of fate and dangers of infamy. 306 For the first time in the history of
European tapestries, vices are presented in a triumphal procession in one of the nine
pieces of the set, Infamia (fig. 76). 307 Depicted as an old naked hag bound by Shame
(Scandalum) and Embarrassment (Confusio), Infamia is seated at the top of the triumphal
car pulled by four horses symbolizing Bad Temper (Prauus Animus), Depraved Life
(Corrupta Vita), Faintheartedness (Pusillanimitas), and Licentiousness (Dissolutio). Other
personifications like Wrath (Ira), Covetousness (Cupiditas), Lechery (Libido), Malice
(Malitia), Cowardice (Ignavia), and Mockery (Derisio) surround the chariot. As Guy
Delmarcel notes, these vices are closely related to the capital vices in the Christian ethics,
and therefore, the “Infamia tapestry […] is the direct predecessor of the set of the Seven
Deadly Sins,” designed by Pieter Coecke van Aelst in the following decade. 308
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Mary of Hungary’s acquisition of the Seven Deadly Sins series from Pieter van
der Walle in 1544, however, is less about princely education at the Habsburg court, as her
marriage with King Louis II of Hungary who died at the battle at Mohács in 1526, was
childless. In addition to serving as a statement of noble values, the Sins tapestries may
have been perceived as an allegorical foil for the seven History of Scipio Africanus
tapestries, which was purchased at the same time as the Sins set. 309 This is plausible
because, as Calvete has mentioned in his account, tapestries from both sets were
displayed in two different rooms during the imperial festivity in Binche in 1549.
Moreover, at Binche, the Sins tapestries were not directed so much at Philip, the
Habsburg prince, but were instead addressed to the nobility.
By the time the festivity at Binche took place in 1549, the Sins set had already
gained substantial attention from the elite. Shortly after Coecke designed it, its editio
princeps was produced for King Henry VIII of England and displayed at Hampton Court
between 1536 and 1537. 310 In addition to Mary of Hungary’s edition of the tapestries
(four of which are at the Patrimonio Nacional in Madrid), which she acquired in 1544, at
least two additional sets were produced before 1549. These sets belonged to an unknown
owner (whose complete set is at the Kunsthistoriches Museum, Vienna) and Count
Lamoraal of Egmont (two of which are in also at the Patrimonio Nacional), prince of
Gavere (1522-1568), who attended and participated in the festivity. 311 After the Binche
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festivity, at least one known edition was purchased by Jan IV van Glymes (1528-1567),
marquis of Berghes and count of Walhain, and Lamoraal’s ally. 312 It is unclear precisely
in what contexts these purchases of the tapestries before or after 1549 were made, but
these several editions produced within the first few decades of Coecke’s design attest to
the enthusiasm for the Sins set, which would have been considered crucial for conveying
dynastic agendas and promoting magnificence in occasions like the festivity at Binche.
The message of Prince Philip’s sovereignty was, as I argue, effectively delivered
not only by the tapestries but also through exquisite objects displayed and a fanciful
masque performed in the grande salle. 313 The reception hall was meticulously furnished
with works of art to elicit an emotional response from the nobility and thereby propagate
Habsburg supremacy. According to Calvete and a sixteenth-century drawing (fig. 75), a
series of three large paintings by Titian hung between the windows across the room from
the Sins tapestries. An originally four-piece set of Quattro Damnati from Ovid’s
Metamorphoses, these paintings were commissioned in 1548 to portray Tityus, Sisyphus,
Tantalus, and Ixion. Only the first three paintings were finished in time for the imperial
visit; Ixion was never presented at the event. For attempting to rape Leto, Zeus’ lover,
Tityus experienced literally gut-wrenching torment from a vulture perpetually pecking his
liver that grew back (fig. 77). Sisyphus, who angered the King of the gods for revealing
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his infidelities, was condemned to constantly rolling an enormous rock up a hill (fig. 78).
Tantalus offered to the gods at a gruesome banquet the body of his son, Pelops, cut into
pieces, and was doomed to see food and water being taken away from him constantly.
The gravity of divine punishment is dramatized through anguished faces and contorted
bodies surrounded by fiery smoke, rocky terrain, tree stumps, and slithering snakes.
Measuring at around eight feet in length, these large and dynamic panel paintings, hung
high on the walls, tower above the audience. The images depict the horrendous and
terrifying consequences for those lesser beings who foolishly dared to defy the gods and
who thereby brought torment and ruin upon themselves.
In Titian’s paintings, the subject of divine punishment of sinful acts is translated
into an imperial agenda. The same interpretation can be made of the frescoes by Michiel
Coxcie featuring the morbid Ovidian story of Apollo and Marsyas in the gallery above,
along the shorter walls of the room (fig. 75). 314 Depicting Marsyas foolishly challenging
the god of music only to be flayed alive after losing the contest, the frescoes were located
above the mantelpieces by Jacques Dubroeucq each decorated with white marble busts of
Julius Caesar and Hadrian set into black marble medallions in alabaster frames, with a
Latin distich below. 315 The arms of the Habsburgs flanked the busts. Thus, the message
of dire consequences of challenging divine authority is reintroduced in the imperial
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context, in which the emperor subjugates any disruptive, rebellious forces that challenge
his power and his will.
Imperial propaganda was unequivocally articulated in a tapestry baldachin
adjacent to the mantelpiece (fig. 75). This canopy depicted three myths of Jupiter and
Enceladus, Phlegyas Thrown into Hell, and the Fall of Phaeton, with the arms of Mary
and the late King Louis II of Hungary. 316 The giant Enceladus engaged in a fierce fight
with the Olympian gods over the control of the universe, and was struck and killed by
Jupiter. The second representation showed Phlegyas, king of the Lapiths and father of
Coronis, being cast into hell for setting fire to the temple of Apollo. The final scene was
devoted to Phaeton, who drove the fiery chariot of his father, the sun-god Phoebus, to
prove his lineage but lost control of the flaming horses. Realizing that the chariot and
horses were scorching the earth, Jupiter struck him with a lightening bolt to stop further
destruction. The three stories woven in a vertical format served as a backdrop for the
imperial family’s seat occupied by Eleanor, Charles V, Mary of Hungary, and Prince
Philip. The battles between the gods and the powerful mortals mirror that between the
Habsburgs and the elite. The images make clear just who is going to win those battles,
and who is going to lose.
Presented with these paintings, sculptures, and the tapestry baldachin, the
depictions of the capital sins in the tapestries were to be understood in relation to proHabsburg propaganda. Each tapestry’s vice could be interpreted as committed by those
who challenge the authority and agenda of the Habsburgs. Gluttony, which St. Aquinas
describes as an inordinate desire of eating and drinking unregulated by reason, could be
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understood as a reference to an insatiable desire for more power. 317 Lustful acts, prone to
occur due to drunkenness (hence, related to gluttony), could be interpreted as what
hinders one from practicing good judgment and thereby discerning the agendas of the
prince. 318 To be consumed by anger could mean that one could be driven to taking
vengeance on the sovereign out of envy over his good name. 319 Avarice, uncontrolled
desire for riches, may encourage one to focus on increasing one’s own wealth and not
that of the state. 320 Lastly, slothfulness may be understood as reluctance to work for the
prince. 321
Possessed with new meaning, the Sins tapestries served a performative function in
the grande salle, where a fanciful masque took place after the tournament of the Château
Ténébreux. Conceived by Rogier Pathie, the court musician of the regent, the masque, in
the form of rhythmic movements and a combat of clashing swords in accordance with
music, commenced with a quadrille by four beautifully-dressed women and four knights
with two additional women and two knights in masks of old men. 322 Later, another four
knights preceded by two tabourins appeared at the scene, and the first group of women
left their original partners and danced with the new men, followed by a first combat
between the first and second band of knights. The scene intensified with an abrupt
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appearance of eight savages, frequent characters in medieval art, theater, and literature. 323
All eight knights engaged in an organized combat with the intruders, who eventually had
their four horsemen abduct the women to their faraway fortress. The four women and
horsemen exited the scene, as did the savages.
Calvete provides detailed comments on the performers’ costumes, some of which
he noted were strange and designed a la mode antique. The women wore tall headdresses
in brocade with a white veil sown with gold and gemstones attached to the pointed end,
and crimson satin dresses adorned with broad strips of brocade. 324 The robes were short
at the front and long at the back with a train. The knights donned jerkins over their armor
with long brocade mantles with gold lining, and fluffy tippets of white and black
trimming. Their helmets had tall plumes of various colors, and their long beards were
visible underneath their masks. The Brussels drawing also shows the four knights farther
from the viewer in green garments with slashes of red, green capes lined in white (fig.
75). According to Calvete, the horsemen and the savages wore exotic costumes, covered
in cloth of green and yellow with scales and bearing a crest with leaves. Calvete
emphasized the brocade and satin clothing decorated with gold lining and gemstones, the
materials that undoubtedly garnered substantial attention from the viewers. 325
These characteristics of the masque and the costumes of its performers recall the
moresca, a dance performed at all levels of society and in civic and courtly festivals,
guild processions, and mystery plays in the fifteenth century. 326 A moresca involved
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performers in exotic, fanciful costumes dancing to the music of pipes and tabor. 327
Anchored to chivalric romance, its themes involved competition to win a lady’s favor or
damsels in distress. 328 Daniel Heartz examined similarities between the moresca and the
Binche masque, in terms of the number of characters, their costumes, the formations and
movements of dance, and the inclusion of savages, or hommes Sauvages, who were often
associated with the Moors or the Saracens in courtly events since the late fourteenth
century. In his view, the savages in the Binche festival are now the Ottoman Turks who
consistently threaten the security of Christian Europe. 329 However, as Anthony
Cummings has noted, the morescas, which often do not explicitly portray Moors, Turks
or Europeans, were expressions of anxieties about the Islamic “Other.” 330 If the savages
were intended to be identified as Turks, they would have been wearing turbans and
Turkish costumes known to the Europeans (see fig. 79). It is unclear to what degree the
masque performed at Binche specifically expressed European Christian anxieties about
the Islamic forces, which reached Europe by the sixteenth century. Since their defeat in
1546, the Turks were no longer in opposition to the Habsburgs, albeit temporarily.
Charles V forged diplomatic relations with Suleiman and exchanged cordial letters with
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his former enemy. 331 How much this knowledge of an improved relationship between the
two empires was readily known and disseminated is equally unclear.
Several figures in the Sins tapestries prominently represented in the fore- and
middle ground are wearing Turkish costumes suggesting their foreign origin. For
example, in the Gluttony tapestry, a richly dressed female figure with a turban riding
sidesaddle at the center of the composition is most likely Judith (fig. 80). 332 A series of
tiny scenes in the background including those to the left and right of the figure depict the
story of Judith murdering Holofernes and rescuing the Israelites from the Assyrians’
attack. Judith in the foreground points with her right hand to the clouds enveloping a
winged figure of Temperance. If this figure is indeed Judith, however, it is unusual to
feature this virtuous figure prominently in the procession of sins. The turban on her head
may possibly justify an alternative interpretation of the heroine, who is shown in this
tapestry as a dangerous female of the East who caused the fall of Holofernes by
encouraging him to drink wine excessively. In another example, a Turkish rider wearing
a turban and a luxurious Turkish garment in the Sloth tapestry is most likely Süleyman
the Magnificent (fig. 81). 333 This equestrian figure closely resembles that in Coecke’s
Customs and Fashions of the Turks, for which the original drawing was produced around
the same time as the Sins tapestries (figs. 79 and 82). Presented in profile view,
Süleyman is unaware and even nonchalant about the procession, making him appear
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absent-minded and almost sluggish. These figures would not have escaped the scrutiny
of the guests in the salle. It is unclear whether the conspicuous presence of Eastern
characters, designed a decade earlier, would have been seen differently in the late 1540s
due to a new phase in Habsburg relations with the Turks. On the one hand, a display of
Western and Eastern figures in the tapestries may have struck some viewers in 1549 as an
artful strategy promoting the power of the Habsburgs who had even subdued and allied
the powerful Ottoman Turks. 334 However, this display can equally respond to preexisting, but temporarily resolved, religious, ideological, territorial, and geographic
conflicts between Habsburg Christendom and the Ottoman Islamic world.
To underline the universality of the propagandistic message, time and space are
blended in other figures parading in the tapestries. Inhabiting the same space as the
Turkish figures are characters from ancient history clad in classicizing armor, such as
Alexander the Great, who walks languidly while dragging his long blue cape in Sloth
(fig. 83), King Solomon, who had innumerable wives and concubines in Lust (fig. 84),
and Odysseus, King of Ithaca in Envy (fig. 85). A few mythological figures like Venus
who leads the cortege on horseback in Lust (fig. 86) are wearing flowing dresses
all’antica. Most of the horses also wear colorful classicizing harnesses, breast-collars,
and caparisons that are richly decorated with precious stones, tassels, and gold lining.
One can argue that the classical costumes and trappings suggest the ancient
Western origin of these figures, and they reflect the currency of all’antica style in
sixteenth-century Northern Europe. However, these figures are participating in the
procession with characters wearing sumptuous costumes that are neither classical nor
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Turkish. Patterns featuring shapes of pomegranates, thistles, and leaves from which
lobes and tendrils emanate were found in exquisite luxurious garments worn by rulers,
courtiers and the high nobility as early as the fifteenth century, particularly since the rise
of Italian merchants who established a flourishing trade between Venice, Genoa, and
Florence, and Bruges. 335 Leading merchants such as Tommaso Portinari, Giovanni
Arnolfini, and Andrea Banchi were crucial for providing Italian fabrics to the Burgundian
court (fig. 87). Silk fabric, manufactured in various ways, turned into velvet, satin
damask, gold cloth, and taffeta. 336 The “brocades,” which referred to any type of fabric
containing gold, were reserved for the highest echelons of a late medieval and
Renaissance society. 337 Such types of sumptuous clothes with patterns in gold are worn
by several characters including Midas, king of Phrygia, represented with long donkey
ears (in Avarice, fig. 88), Zoilus who envied Homer (in Envy, fig. 89), and Medea who
reappears as the destructive sorceress on a donkey (in Lust, fig. 90). Some of their
costumes were made even more splendid by the addition of ermine and precious stones.
The fabrics and their decoration strongly recall the mid- to late-fifteenth-century
garments worn by the Burgundian dukes and courtiers. In Van Eyck’s painting of the
Virgin and Child with Nicolas Rolin (fig. 91), the chancellor to Philip the Good and one
of the most powerful members of the nobility is dressed in brocade with pomegranate
motifs richly patterned in gold.
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Therefore, in the Sins tapestries, four types of characters participate in the
processions: allegorical figures of the seven capital sins; figures of Eastern origin wearing
Turkish costumes; figures in Western tradition wearing classical costumes; and classical
figures wearing late fifteenth-century Burgundian dress. Representing characters culled
from various cultures and histories within the same space is certainly not a new
phenomenon in the sixteenth century. However, their coexistence in the tapestries
displayed in the grande salle of Mary of Hungary’s palace during the Binche festivity
resonates with the current state of affairs in the Habsburg Christendom laden with anxiety
about the Ottoman Empire and about a foreign prince conveyed through the masque
performed in the same room. Especially, the kings from biblical history and from
classical history and mythology represented in the Sins tapestries may have served to
comment on princely leadership, which can be undermined by the possession of vices.
These figures could have been intended as a foil to Philip, whose virtues had so far been
demonstrated during the tournaments he participated earlier.
Moreover, the materials and weaving techniques involved in making these
tapestries contributed to effacing the divide between past and present, between a world
imagined and a world experienced. First, woven personages and animals in classical,
Turkish, and courtly costumes, as well as fantastical creatures and lush vegetation, are
rendered in an extraordinarily painterly manner, so much so that they are brought to life.
This is achieved by several significant developments in the sixteenth-century tapestrymaking. A wider range of dyes was available through dyestuffs imported from India,
Central and South America, and Southeast Asia. Different mordants were used to
chemically bond dyes to the fiber of the threads. Other dyeing techniques such as mixing
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two or more dyes, adding aluminum, copper, or iron sulfate, and overdyeing (dyeing over
existing colors) made a greater variety of dyes available to weavers. 338 These materials
and dyeing techniques contributed to creating pictorial effects through weaving.
Moreover, Flemish and French weavers perfected a technique called hatching, or
hachures, which blends colors by interlinking different yarns that together resemble
interlocking combs of color. 339 In the detailed image of a man in courtly attire carrying
pitchers in the Gluttony tapestry, we find a seamless transition of colors, as well as light
and shade, achieved by both a range of green, blue, and red colored yarns, and the
hachures that enable the blending of colors during weaving (fig. 92).
Second, metallic threads interwoven into the costumes and accouterments
enhance the captivating appearance of the tapestries. Many of the metallic threads
produced up to the sixteenth century were often created by metal filaments coiling around
a white or light yellow silk core for silver threads, and darker yellow core for gilt
threads. 340 These silver- or silver-gilt metallic threads were judiciously used in the
tapestries on the edges of the golden chariots, as highlights, and for the gold linings of
fabric and brocades. Depending on the visual texture of the fabric, threads were woven
differently. While plain weave was used for Medea’s velvet dress (fig. 90) and
decorative sleeves, basket weave was adopted for the ermine-lined brocade of Zoilus in
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Envy (fig. 89) and the gold lining of the skirt and jacket of a man carrying pitchers in
Gluttony (fig. 92). These precious metal threads are strategically applied to maximize the
tantalizing effect of the tapestries, concentrated around the viewers’ eye-level. When
light cast by torches and candles hits the surface of the tapestries, the silver and silver-gilt
metallic threads woven in the depiction of select costumes and other objects would have
glistened brightly, creating a dazzling effect.
Dressed in fanciful and resplendent costumes made of fine materials, the woven
personages are mostly life-size and each is imbued with a distinct personality indicated
by gesture and facial expression. Despite the floral borders that frame each group of the
cortege, the colorful and dynamic woven figures not only appear to come alive but they
also stage an astonishing panorama for the dancers performing in front of the tapestries.
The smoothness of the yarns, their extended palette of colors, and the luminosity
of metallic threads allowed weavers to translate with utmost technical virtuosity the
cartoon of Coecke’s design from which they worked into the tapestry medium. 341 The
structure of the textile, comprised of warp and weft, conditions the design; thus the
finished product was substantially dependent not only on the quality of the materials but
also on the weavers’ ability to analyze and translate the original design into a woven
form. The threads together create a veritable and compelling representation of the
surfaces they are intended to reproduce, and they also carry some properties of the
elements they emulate, particularly costumes and other decorative wear. 342 Thick and
more textured fabric, such as brocade or damask, is rendered through hatching of yarns
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that bear a visible tonal contrast of the same hue, resulting in interlocking combs of
colors that are thicker and sparse (see Midas in Avarice, fig. 88). Thinner and dense
hatching with colored yarns less sharply contrasted in tone creates smooth, thick fabric
like velvet. Fine silk or satin is conceived with microscopically thin combs of yarns with
pronounced tonal contrast. The represented textiles are created with silk and metallic
threads – the very types of materials that make up the tapestries. Therefore, when the
threads are woven into a tapestry, the richly garbed characters, along with creatures,
plants, trees, and landscape, effectively erase the divide between the imaginative and the
actual space not only through mimesis but also through material.
The Brussels drawing, which offers a view of the spectators sitting around the
room (fig. 75), suggests that there was no single designated viewing site, an effect that
serves to erase any distinct spatial boundaries between the performers, spectators, and
personages of the tapestries. The exquisite costumes of the performers as well as the
spectators would have blended well with those of the figures in the tapestries in the
background. As the overwhelming size and display of the tapestries in the room did not
allow a full view of the set in its entirety at a single glance, a viewer would have
continuously looked around and identified the relationships between the woven figures,
the dancers, and the spectators on the other side of the room. 343 Moreover, through a
shared knowledge and appreciation of the production, as well as familial connections to
the dancers, who were members of the nobility, the spectators were linked to the
performance unfolding before the set of tapestries. 344
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As we have seen, the iconographic program in the grande salle was enormously
complex. Framing the room in the literal sense, the Sins tapestries and other objects
operated together to communicate pro-Habsburg propaganda. With this imperial agenda
in place, the tapestries participated in the masque by obfuscating the distinction between
past and present, between fixed images and moving figures, and between the likeness of
reality and reality itself. Crossed boundaries of time, space, and media mirror the interdependency between the Habsburgs and the elite at this decisive and potentially
precarious stage in the transition of power from one Habsburg ruler to another.

The History of Scipio Africanus Tapestry in the Salle Enchantée
According to Calvete, one tapestry, the Triumphs of the Oxen and Elephants,
from the Scipio set (fig. 93) adorned the walls of the Salle Enchantée, the final venue of
the festivity in Binche (fig. 94). 345 As I will discuss below, this enormous tapestry
(measuring about 16 feet tall and 27 feet wide) served as both a crucial element in the
iconography of the Salle and as a visual and material counterpoint for what occurred in
the room. Often omitted in scholarly discussions of the room, the Scipio tapestry
amplified the almost god-like status of the emerging ruler, Prince Philip.
Designed by Giulio Romano or his assistant, Giovanni Francesco Penni, the
History of Scipio Africanus garnered substantial interest from the elite rank. Its editio
princeps of twenty-two pieces (destroyed in 1797) was purchased by Francis I in the
1530s and completed in 1535. The tapestries depicted the deeds and triumphs of the
quintessential Roman general, Publius Cornelius Scipio Africanus (234-183 BC) over the
Carthaginians and Numidians during the Second Punic War (recorded in the Roman
345
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History by Appian). 346 Mary of Hungary’s edition (at the Patrimonio Nacional, Madrid)
was an abridged version of Francis’ set, which consists of five scenes from the Deeds of
Scipio (Capturing of Carthage, Continence of Scipio, The Romans Attacking the
Entrenched Camp of Asdrubal, Meeting of Scipio and Hannibal, and Battle of Zama) and
two scenes from the Triumphs of Scipio (The Triumph of the Oxen and Elephants, and
The Banquet). 347 Two additional versions were woven in the sixteenth century. A tenpiece set produced between 1550 and 1557 belonged to Jacques d’Albon, Marshall of
Saint-André (four pieces at the Hearst Castle, San Simeon, and a fragment at the
Cincinnati Art Museum), and another woven around 1551 to Cardinal Ipolito II d’Este
(six pieces at the Academia Belgica, Rome). 348
As mentioned earlier, together with the Sins tapestries, a Scipio set entered Mary’s
collection in 1544. Acquiring both sets at the same time might have been motivated by
the fact that those tapestries offer a contrast of themes. While the Sins tapestries
showcase processions of allegorical, historical, mythological figures of vices, the Scipio
tapestries depict the acts and triumphs of a virtuous leader. Although it is unclear
whether or not they were purchased together with the idea of presenting them at the same
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time in the future, these two sets were displayed simultaneously for the festival at Binche,
which may not have been a mere coincidence.
The Scipio tapestries may have been related to another Habsburg commission, the
Conquest of Tunis series (fig. 95). The Tunis series was conceptualized eleven years after
Charles V’s victory over the Ottoman Turkish troop led by admiral Barbarossa Hayreddin
Pasha in North Africa in 1535. The siege of the fortress Goletta in Tunis, which served
Barbarossa and his men as a naval base in the Mediterranean Sea, brought an end to the
Turks’ attack along the coast of Italy. The successful siege of Goletta and conquest of
Tunis were celebrated during Charles’ entry into Italy between 1535 and 1536. During
the ceremonies in Italy, triumphal arches and statues represented Charles as the new
Scipio Africanus who liberated the Italians from foreign infidels. 349 As the war against
the Ottoman Turks continued into the mid-1540s, Charles as a new Renaissance victor
remained central in another of his Italian ceremonial entries. In 1541, an equestrian
image of the emperor as the conqueror of Native Americans and Turks designed by
Giulio Romano was part of the decoration of a triumphal arch erected in Milan (fig.
96). 350 The Conquest of Tunis tapestry set commemorating the important battle in 1535
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was commissioned in 1546 and was produced from 1550 to 1553. Seen in this context,
Mary’s acquisition of the Scipio tapestries by Romano and Penni in 1544 would have
encouraged the regent to commission the Conquest of Tunis series to commemorate this
imperial accomplishment. 351 Moreover, the acquisition would have been aimed to
concretize in tapestry form an association of a Habsburg emperor with the victorious
Scipio, and his empire with Ancient Rome.
According to Calvete’s account, only one tapestry from the Scipio set was
displayed in the Salle Enchantée at Binche (fig. 93). Closely following Appian’s
description of the procession (Punic Wars, IX:66), the Triumphs of the Oxen and
Elephants depicts young men and boys, crowned with laurel wreaths, carrying axes; old
men in togas; and lictors in purple tunic parading with sacrificial oxen and rams.
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Behind the Romans are dark-skinned captives from Carthage and Numidia riding
elephants and camels with a lion. 353 On the top left corner of the tapestry is a classical
golden altar, which bears a Latin inscription flanked by two genii, and a gorgon.
The festivity at Binche concluded in the Salle Enchantée. After the final
tournament and a ball, the guests and the imperial entourage were guided into the room.
Calvete recounted that the ceiling of the room was painted. 354 In a sixteenth-century
drawing of the room (fig. 94), the ceiling is shown to have been painted to appear like the
Palermo, Messina, and Naples” (paper presented at the workshop, Arts and Court Cultures in the Iberian
World (1400-1650), at Harvard University, Cambridge, Massachusetts, April 28, 2017).
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sky filled with stars and clouds moving about by the winds, hanging lamps burning
perfumed oils, zodiacal signs, as well as the seven planets (Sun, Moon, Mercury, Venus,
Mars, Jupiter, and Saturn). Just below the edges of the ceiling is a frieze featuring the
gods of classical mythology and ten royal arms of Spain. Standing against a wall was an
enormous baldachin-like structure. The top of the structure was an entablature, which
included a frieze decorated with five circular mirrors framed with wreaths and bearing
the letter “P” for Philip. Depending on the lighting behind the mirrors, the letter “P” was
illuminated against a dark background or appeared dark against an illuminated
background. Below the frieze were four lamps burning perfumed oil suspended on an
architrave, and another four lamps were suspended from it at the back.
Inside the structure was the stage for a spectacle. Once the imperial entourage
assembled in the room, the spectacle began as the sky suddenly darkened, thunder roared,
and lightning flashed. Hail of delicious sugar-covered almonds and scented water and
orange flowers rained down, along with the pleasant scent of rose and other fine
perfumes. Then a gilt table covered with a beautiful cloth descended from the top of the
structure. On the table were various kinds of fruit placed on porcelain plates. After the
guests had eaten what was on the plates, the table quickly disappeared. The sky darkened
again for the second time. After a hail of sugared almonds, another table descended. On
this table were crystal bowls of jam, and trays of round wafers in different colors, and one
hundred white jars. The imperial family and guests tasted the food, and the table
disappeared again without a trace. The final round of thunder, lightning and rain occurred
with greater intensity. A third table descended from the sky, bringing the guests sweet
desserts, game such as venison, birds, and also fish. At the center of this table was a
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large rock made of sugar, decorated with five laurels of gold and silver and with fruits
and arms of the Habsburgs, and a live squirrel affixed to it by a small chain of silver.
This third table also vanished after the guests consumed the contents. 355
The Salle Enchantée was thus a theatrical and immersive space that appealed to
all five senses of sight, smell, hearing, taste, and touch. Thomas Greene noted that
enchanting imagery viewed during Renaissance court festivals served beyond its
presumed function as a manipulative device aimed to please the audience. 356 In
Renaissance spectacles, images are not only identified with their referents, but they also
embody them, from which a new reality is created. Therefore, images possess “epiphanic
and talismanic character,” and that stage mechanisms (such as pulleys, winches, and
capstans) served to realize an image of the celestial realm coming down to the earthly
realm. 357 Exactly this is what happened in the Salle Enchantée when the series of
luxurious gilded tables descended from the heavens, bringing delectable edibles and aweprovoking decorations down to the earth below. The enabler and source of this magical
phenomenon is Prince Philip, whose initial “P” runs across the top of the baldachin-like
structure that reaches the painted ceiling representing the celestial realm (fig. 94). The
structure and the spectacle performed within it suggest Philip’s divine status and his rule,
through which cosmic harmony is achieved and marvelous things are attained.
This presentation of Philip and the Habsburg Empire under his leadership is also
articulated in other installations in the Salle Enchantée. Standing against a wall near the
355
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baldachin-like structure was a boulder with coral, grass, flowers, lizards, snakes and other
creatures. 358 Wines of excellent quality gushed out from four fountains in the shape of
snakeheads protruding from the lower parts of the boulder. Two of the four fountains
dispensed white and colorful hippocras, and the remaining two poured out red and white
wines. 359 The Scipio tapestry, which was displayed most likely across the room from the
fountains, also shows an era of prosperity brought on by an able ruler. Considering that
the tapestry would have been hung on the wall to the right of the structure, most figures
in the cortege turning their heads and looking back – presumably at Scipio on a triumphal
chariot – would have appeared to look to the right of the tapestry, where the structure of
descending tables stood. They proudly carry spoils and animals of the Numidians and
Carthaginians into Rome to celebrate the military achievement of Scipio who helped to
increase wealth and power of the Romans. This message is made explicit in the
inscription on the top left corner of the tapestry: “DIVI SCIPIONIS VI[C]TORIARVM /
ET SPOLIORVM COPIOSISSIMVS / TRIVMPHVS” (“The very rich triumph of the
victories and spoils of divine Scipio”). 360
This inscription is slightly different from that mentioned in Calvete’s account,
however. The chronicler described this hanging as “a magnificent tapestry in which the
victories and conquest of Scipio Africanus unfolded, as indicated by the following
inscription dominating the border: “DIVI SCIPIONIS VICTORIARVM AC
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TRIVMPHORUM COPIOSISSIMVS TRIVMPHVS” (“The very rich triumph of the
victories and triumphs of the divine Scipio”). 361 His inscription contains both
“VICTORIARVM” and “TRIVMPHORUM.” If one can assume that Calvete
intentionally modified the inscription on the tapestry in his account and that his voice as
the court chronicler most faithfully communicates the interests of the Habsburgs, the
theme of triumph – here, Habsburg triumph – suggested in the tapestry may be central to
the iconographic program in the Salle Enchantée.
Seen in this view, the Scipio tapestry not only guided the overall theme of this
room but also fulfilled a performative role there through its symbiotic relationship with
the baldacchino-like structure. The victorious Scipio is absent in the scene, but is instead
referenced in the inscription on an altar, which towers above the cortege below. Fruits of
Scipio’s successful military campaign are presented to the viewer by the lictors and
soldiers. Similarly, the triumphant Philip, who won series of tournaments throughout the
festivity, is referenced in the letter “P” emblazoned on illuminated mirrors framed with
wreaths located at the highest part of the baldacchino-like structure. Delicious edibles are
presented to the audience on the tables that descend from above. The textual references to
the provider suggest his magnificence and even apotheosis, a visual device alluding to his
god-like presence. And only from the triumphant ruler, Prince Philip, who is also in the
room, can such generous provision come.

Conclusion
Tapestries were not hung solely for decorative purposes to cover the empty walls
of the palace, but through their material and physical presence, they served to convey an
361
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agenda specific to the spaces in which they were presented. As we have seen, the Sins
tapestries gained new meaning in the grande salle, as they were displayed alongside other
objects that conveyed to their audience the horrifying consequences of challenging the
prince. This message was delivered with special efficacy because the tapestries and
masque were viewed and experienced after the adventures of Château Ténébreux, in
which Philip is presented as a virtuous leader of military prowess in the chivalric game.
Moreover, as we have seen, the Scipio tapestry in the Salle Enchantée guided the
iconography of the program. Operating symbiotically with the baldachin-like structure in
which tables of delicacies and amusing decorations magically appeared and then
disappeared, the tapestry contributed to associating Philip with the triumphant Roman
general, and to demonstrating the divine status of and abundant provision from the
Habsburg prince. As the final program of the entire festival, this presentation of Philip
was particularly fitting and effective. In the meticulously and intentionally furnished
spaces, the enchanting power of the Sins set and Scipio tapestry arising from the exquisite
materials, their artful transformation, and design served at a time of transition to reaffirm
Habsburg rulership as both rightful and supreme. These tapestries played a crucial role in
transforming the festival at Binche and Mariemont into a “magical universe.” 362
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Conclusion

This dissertation explored some of the ways in which the Habsburgs and the high
nobles negotiated their complex relationship through a shared language of alabaster
funerary sculpture and tapestry in the sixteenth century. The objects highlighted in the
present study evince facets of their nuanced alliance, characterized by a continuous
balance between loyalty and competition.
We have seen that during the early decades of the Burgundian era, a desire for
alabaster in the court arose from the material’s visual affinity to ivory and marble that
rendered it precious, and from an understanding of it as a type of marble. The
Burgundians’ exchange with the court of England, whose rulers and their families
commissioned sumptuous funerary monuments in alabaster, was another contributing
factor in the appeal of the material. Philip the Bold commissioned Claus Sluter and Claus
de Werve to create his tomb in alabaster, and white and black marble, destined for the
choir in the Carthusian church of the Chartreuse de Champmol near Dijon. A contrast of
color and texture at play between mourners in soft white alabaster housed in a white
marble cloister and slabs of hard black marble would have stood out in the choir
furnished with polychromed elements. The alabaster mourners bracketed by black
marble slabs would have prompted the church’s various audiences to intercede for the
duke’s soul and his salvation.
Philip’s tomb became a model for several subsequent tombs of members of the
Burgundian family in the same materials, including John the Fearless and his wife,
Margaret of Bavaria, and later, the Habsburgs. At the turn of the sixteenth century,
Margaret of Austria commissioned the Augustine church of St. Nicolas Tolentino at
158

Brou, near Bourg-en-Bresse in Savoy. Following the Burgundian example in Dijon, the
Habsburg regent had her family mausoleum located in the choir where the funerary
monuments of her late husband Philibert II of Savoy, her mother-in-law, Margaret of
Bourbon, and her own were installed. It was there at Brou that alabaster’s association
with the Burgundian lineage was cultivated. Alabaster, and white and black marble were
employed for the three monuments, designed and carved by Jan van Roome, Conrat Meit
and their respective workshops, as well as the altarpiece of the Seven Joys of the Virgin
and the statues in the Margaret of Austria’s chapel, whose walls were also made of the
same materials. The employment of these materials was motivated particularly by the
fact that Savoy had been historically a region of political contention between the
Burgundians and Habsburgs, and the French, all of whom sought to expand their
dominion south towards Italy. The death of Philibert and the succession of his halfbrother Charles II of Savoy, who was supportive of France, heightened the urgency for
the Habsburgs to solidify their alliance with the Savoyard court. Through her
commissioning of the tombs in alabaster, and white and black marble, Margaret of
Austria not only articulated her Burgundian heritage that formed the crux of a collective
Habsburg identity in Savoy, but also sought to strengthen the Habsburg-Savoyard
alliance.
While the construction of the tombs in Brou was underway in the 1510s and
1520s, a period in which Margaret of Austria was demoted from regency and then reentered the political arena, her rival, Guillaume I de Croÿ, who held numerous executive
positions in the Habsburg court, sought to promote his power and authority in
Netherlandish politics. His dynastic ambitions were expressed in the founding of a
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Celestine monastery in Heverlee near Leuven to serve as his dynastic mausoleum. The
execution of Guillaume’s will was entrusted to Marie de Hamal, his wife, who
commissioned the preeminent sculptor, Jean Mone, well versed in the all’antica mode, to
create the joint tomb of Guillaume and herself, and the tomb of Cardinal Guillaume II de
Croÿ, nephew of Guillaume I and archbishop of Toledo. Emulating the Burgundian and
Habsburg models in Dijon and Brou, Marie had the funerary monuments done in
alabaster and black marble. Comparing the progression of the construction in Heverlee
and Brou suggests that the classical elements in the Habsburg-Savoyard tombs and the
altarpiece of the Seven Joys of the Virgin in Brou, all of which are predominantly in the
late Gothic style, could have been Margaret of Austria’s response to the Croÿs’ classical
tombs in Heverlee and Mone’s relocation to Mechelen, where the regent resided.
The alabaster funerary sculptures in the Chartreuse de Champmol, Brou
monastery, and Heverlea Celestina are examples in which material and media were
chosen not merely for aesthetic and stylistic reasons, but also for signifying lineage, rank
and alliance that served to achieve dynastic aims. These sculptures also suggest that
materials are a crucial component to the reputation and status of the artist who made
them. Conrat Meit and Jean Mone (and later Jacques Dubroeucq) are best known for
their sculptures, more than any other materials, in alabaster. The artists’ relationship to
powerful patrons also helped the standing of other patrons who employed them. Mone’s
appointment as court sculptor to Charles V, which came shortly after her started working
for the Croÿs, contributed to augmenting the prestige of the noble family.
Moreover, early-sixteenth-century alabaster tombs in Heverlee challenge a
general assumption that the court sits at the top of aesthetic hierarchy, from which
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innovation is generated and which permeates the visual landscape of the ruler’s
territories. Although evidence of this top-down influence is more often found than not,
my study proposes an alternative by presenting a case in which, particularly within the
highest ranks of social and political order, the direction of influence was rather fluid and
even reciprocal between the sovereign and the nobles who were courtiers. It further
argues that the sovereign was keenly aware of the artistic patronage of the nobles, whose
support was absolutely crucial for the success of carrying out dynastic agendas and for
the longevity of the sovereign’s territorial power and authority. For this reason, rulers
sent portraits to their noble allies, exchanged of gifts with them, and employed artists
who had worked for them.
We have also seen that tapestries were quintessential markers of power, authority,
and magnificence. Collecting tapestries was essential to artistic patronage of the
Burgundian and Habsburg rulers, as those hangings served to activate prescribed agendas
in the spaces in which they were presented. Tapestries were considered key facilitators of
the courts’ efforts in forging a formidable image and in strengthening alliances with other
constituencies of power. Evidence suggests that the elite patrons, especially the
sovereigns, involved themselves in the production of tapestries that benefited the local
economies, which in turn would supply the imperial treasury. The patrons collected
tapestries with great interest, gifted them to their current or potential allies, and displayed
them during occasions of political, diplomatic, and religious importance.
How tapestries might have contributed to the self-fashioning of patrons and their
alliance-building was explored in this dissertation. A case study was devoted to notable
sets of tapestries presented in many rooms of the palace and hunting lodge of Mary of
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Hungary in Binche and Mariemont in the summer of 1549. Displayed in the grande salle
alongside frescoes, panel paintings and a mantelpiece that together conveyed a warning
against violating political order of the Holy Roman Empire, the Seven Deadly Sins
tapestries were re-presented as objects of Habsburg propaganda. The tapestries also
resonated with a masque performed in the same room, promoting unity and alliance in
pursuit of triumph over the Ottoman Turks. The total effect effaced the divide between
past and present, between a world imagined and a world experienced. I argued that this
effect, collectively created by the tapestries and the masque, encouraged the nobles to
renew their alliance with the imperial family by aligning their agendas with those of the
Habsburgs. In the Salle Enchantée, one tapestry from the History of Scipio Africanus set
depicting the procession of oxen and elephants functioned in tandem with a baldachinshaped structure of descending and disappearing tables of delectable goods, as well as a
wildly imaginative wine fountain. The composition of the Scipio tapestry and its
placement in the room in relation to the baldachin-like structure emphasized the divine
status of Prince Philip, who is portrayed as an omnipotent and magnanimous ruler
through whom political stability and economic prosperity in the Low Countries would be
maintained.
This study has shown that tapestries were not hung for mere decorative purposes
or solely for their iconographic relevance to the program of an event. As most often the
largest objects in any given setting, they covered the walls of a room (or the façade of a
building when displayed outdoors) in its entirety, creating an otherworldly effect by
transforming the space in which they were displayed. In addition to the iconography,
design and materials, as well as the pictorial quality achieved through advanced weaving
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techniques, are crucial factors in determining the selection and placement of the
tapestries. And as such hangings decorated rooms furnished with other objects, how all
of the objects operated together materially, spatially, and iconographically was critical for
successfully articulating specific messages and achieving particular goals.
The studies in this dissertation have explored nuances of alliances and how the
interest of each party was communicated through a shared language of alabaster funerary
sculptures and tapestries. However, further areas of research still need to be addressed.
Those areas include the formal and iconographic influences of the Croÿ monument on
subsequent elite commissions, and what kinds of goals patrons of such later monuments
intended to achieve through their funerary sculptures in alabaster and black marble. It
must not be assumed that the joint tomb of Antoine de Lalaing and Elizabeth de
Culembourg by Mone (fig. 30) was modeled after that of Guillaume I de Croÿ and Marie
de Hamal, because of the material, structural, and stylistic similarities the Lalaing tomb
shares with the Croÿ monuments. Artistic, social, and political factors also need to be
considered for assessing the possible intentions of the Lalaings by commissioning Mone
to create a tomb strikingly similar to the tombs of the Croÿs. In the case of high-quality
tapestries, more research needs to be conducted on the use of the same tapestries in more
than one occasion, and how they served different purposes at each event. A challenge
lies in reconstructing the possible effect tapestries had on individual occasions, as, more
often than not, historical renderings of various interiors and exteriors previously adorned
by tapestries do not exist.
To conclude, relationships between the court and the nobility were negotiated
between the poles of alliance and discord, dependence and constraint, subjugation and
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autonomy, and emulation and competition. Alabaster funerary sculptures and quality
tapestries eloquently expressed such complexities in the relationships of the elite rank.
Despite a drastic change in the landscape of the Habsburg-noble alliance in the 1560s,
which contributed to the Dutch Revolt, alabaster sculpture and tapestries remained
markers of power, authority, and wealth. 363 How they articulated a new phase in their
alliance is the subject of a future study, which will necessitate direct engagements with
those objects.
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Burgundian-Habsburgs and the Netherlandish noble families. The cenotaph of Maximilian at the Hofkirche
in Innsbruck, a project inaugurated in 1502 but not completed until 1583 under Archduke Ferdinand II
(1529-1595), includes twenty-four alabaster reliefs meticulously carved by Alexander Colyn (1527/291612). The production, acquisition, distribution, and display of tapestries continued well into the
seventeenth century. See Thomas P. Campbell, Bruce White, et al., Tapestry in the Baroque: Threads of
Splendor (New Haven: Yale University Press, 2007).
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Figures

Introduction

Fig. 1. Conrat Meit, Judith with the Head of Holofernes, c. 1525-28, alabaster,
Bayerisches Nationalmuseum, Munich.
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Fig. 2. A view of the exhibition, Grand Design: Pieter Coecke van Aelst and Renaissance
Tapestry (October 8, 2014-January 11, 2015), The Metropolitan Museum of Art, New
York
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Fig. 3. Aimé Piron, Chartreuse de Champmol, 1686, drawing, Portefueille de la
Chartreuse, Bibliothèque Municipale, Dijon
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Fig. 4. Jean de Marville, Claus Sluter, Claus de Werve, and their workshops, Tomb of
Philip the Bold, 1384-1410, alabaster, white and black marble, partially polychromed and
gilded, Musée des Beaux-Arts, Dijon
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Fig. 5. Jacques-Philippe Gilquin, Tomb of Philip the Bold, 1736, watercolor, Bibliothèque
nationale de France, MS Fr. 5916, fols. 9v-10.
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Fig. 6. Tomb of Philippe Dagobert (d. 1234), 13th century, St.-Denis

Fig. 7. Tomb of Louis de France (d. 1260), 13th century, St.-Denis
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Fig. 8. Tomb of Charles V of France and Jeanne de Bourbon from St.-Denis, 17th century,
Bibliothèque nationale de France, Cabinet des Estampes, B2015, Rés. Pe 1a, fol. 43.
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Fig. 9. Detail, mourners, Tomb of Philip the Bold

172

Fig. 10. Detail, mourner holding a bag containing a devotional book, Tomb of John the
Fearless and Margaret of Bavaria
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Fig. 11. Jean de la Huerta and Antoine le Moiturier, Tomb of John the Fearless and
Margaret of Bavaria, 1443-1470, alabaster, white and black marble, partially
polychromed and gilded, Musée des Beaux-Arts, Dijon
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Fig. 12. Tomb of Michelle de France, drawing, 18th-century
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Fig. 13. Church of St. Nicolas Tolentino, Royal Monastery at Brou, near Bourg-enBresse
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Fig. 14. Tombs of Philibert, Margaret of Bourbon, and Margaret of Austria, Royal
Monastery of Brou, Bourg-en-Bresse
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Fig. 15. Lodewijk van Boghem, Conrat Meit, and their workshops, Seven Joys of the
Virgin Altarpiece, 1513/1522-1528, alabaster and black marble, Royal Monastery of
Brou, Bourg-en-Bresse
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Fig. 16. Jan van Roome, Conrat Meit and their workshops, Tomb of Margaret of
Bourbon, 1516-before 1521, 1526-1531, alabaster, white and black marble, Royal
Monastery of Brou, Bourg-en-Bresse

179

Fig. 17. Detail, gisant and mourners, Tomb of Margaret of Bourbon
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Fig. 18. Jan van Roome, Conrat Meit and their workshops, Tomb of Philibert II of Savoy,
1516-before 1521, 1526-1531, alabaster, white and black marble, Royal Monastery of
Brou, Bourg-en-Bresse

Fig. 19. Detail, upper gisant, Tomb of Philibert II of Savoy

181

Fig. 20. Jan van Roome, Conrat Meit and their workshops, Tomb of Margaret of Austria,
1516-before 1521, 1526-1531, alabaster, marble, and black marble, Royal Monastery of
Brou, Bourg-en-Bresse
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Fig. 21. Detail, canopy, Tomb of Margaret of Austria

Fig. 22. Detail, upper gisant, Tomb of Margaret of Austria
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Fig. 23. Detail, lower transi, Tomb of Margaret of Austria

Fig. 24. Detail, putti holding Margaret of Austria’s coat of arms, Tomb of Margaret of
Austria
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Fig. 25. Bernard van Orley, Portrait of Margaret of Austria, after 1518, oil on panel,
Musée de Brou, Bourg-en-Bresse

185

Chapter Two

Fig. 26. Attributed to Jean Mone, Tomb of Cardinal Guillaume II de Croÿ, 1525-1529,
alabaster and black marble, Convent of the Capuchins, Enghien
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Fig. 27. Rogier van der Weyden, Portrait of Philip de Croÿ, 1460, oil on panel,
Koninklijk Museum voor Schone Kunsten, Antwerp
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Fig. 28. Jean Mone, Portrait of Charles V and Isabella of Portugal, 1526, alabaster,
Gaasbeek Castle
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Fig. 29. Tomb of Guillaume I de Croÿ and Marie de Hamal, drawing, Copies des
mausolées de la maison de Croy qui se voyent à Heverée dans le cloître des Célestins
fondé par elle, 1746, Herzog von Croÿschen Archiv, Dülmen, MS. 9

Fig. 30. Jean Mone, Tomb of Antoine de Lalaing and Elizabeth de Culembourg, c. 1540,
Hoogstraten
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Fig. 31. Lucas Vorsterman, Tomb of Cardinal Guillaume II de Croÿ, etching, detail, view
of Heverlea Celestina with tombs of Guillaume I de Croÿ and Marie de Hamal; of
Cardinal Guillaume II de Croÿ; of Philippe II de Croÿ and Anne de Croÿ, in Antonius
Sanderus, Chorographia Sacra Brabantiae […], vol. 2 (The Hague, 1727), Katholieke
Universiteit Library, Leuven
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Fig. 32. Detail, two putti carrying a plaque, Tomb of Cardinal Guillaume II de Croÿ
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Fig. 33. Detail, Matthew (upper panel) and Mark (lower panel), Tomb of Cardinal
Guillaume II de Croÿ

192

Fig. 34. Detail, Luke (lower panel) and John (upper panel), Tomb of Cardinal Guillaume
II de Croÿ
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Fig. 35. Detail, coat of arms of the cardinal, Tomb of Cardinal Guillaume II de Croÿ
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Fig. 36. Detail, Four Church fathers, Tomb of Cardinal Guillaume II de Croÿ

Fig. 37. Detail, extant elements of the Last Judgment, Tomb of Cardinal Guillaume II de
Croÿ
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Fig. 38. Detail, Saint Ambrose, Tomb of Cardinal Guillaume II de Croÿ
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Fig. 39. Detail, Night, Tomb of Cardinal Guillaume II de Croÿ
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Fig. 40. Detail, fluted columns and candelabra motifs, Tomb of Cardinal Guillaume II de
Croÿ
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Fig. 41. Detail, ceiling of the cornice, Tomb of Cardinal Guillaume II de Croÿ
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Fig. 42. Detail, basket-handle arch, Tomb of Cardinal Guillaume II de Croÿ
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Fig. 43. Detail, Death trampling over man, flanked by scenes of the Expulsion of Adam
and Eve, Tomb of Cardinal Guillaume II de Croÿ

Fig. 44. Detail, Fortune steering a boat, flanked by personifications of Day and Night,
Tomb of Cardinal Guillaume II de Croÿ
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Fig. 45. Detail, Tomb of Guillaume I de Croÿ and Marie de Hamal

Fig. 46. Detail, frieze with cupids’ heads, Tomb of Cardinal Guillaume II de Croÿ
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Fig. 47. Detail, egg and dart motifs on upper cornice, Tomb of Cardinal Guillaume II de
Croÿ
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Fig. 48. Jean Mone, Altarpiece of the Seven Sacraments, 1533, alabaster, Basilica of St.
Martin, Halle
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Fig. 49. Detail, eagle accompanying St. Matthew, Tomb of Cardinal Guillaume II de
Croÿ
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Fig. 50. Detail, putti holding a blank cartouche walking out of frames, Tomb of Cardinal
Guillaume II de Croÿ
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Fig. 51. Detail, arabesques on predella, Tomb of Cardinal Guillaume II de Croÿ
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Fig. 52. Jan Gossart, Saint Luke Drawing the Virgin, c. 1515, oil on panel, Národní
Galerie, Prague, on loan from the Metropolitan Chapter of Saint Vitus
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Fig. 53. Jan Gossart, Neptune and Amphitrite, 1516, oil on panel, Gemäldegalerie,
Staatliche Museen zu Berlin
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Fig. 54. Andrea Sansovino, Tomb of Ascanio Maria Sforza, 1505-09, marble, Santa Maria
del Popolo, Rome
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Fig. 55. Cornelis Floris, Tomb of Albert of Prussia (destroyed in 1944), 1568-70,
Königsberg Cathedral
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Fig. 56. Triumphal arch in the shape of a castle, from Remy Du Puys, La tryumphante et
solemnelle entree faicte sur le nouuel et ioyeux aduenement de treshault trespuissant et
tresexcellent prince monsieur Charles prince […] (Paris, 1515), British Library, London,
C. 44.g.11, sig. D1v.
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Fig. 57. Triumphal arch by the Genoese, Florentines and Luccans, from Remy Du Puys,
La tryumphante et solemnelle entree faicte sur le nouuel et ioyeux aduenement de
treshault trespuissant et tresexcellent prince monsieur Charles prince […] (Paris, 1515),
British Library, London, C. 44.g.11, E3.
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Fig. 58. Conrat Meit, (possibly) Head of Cicero, mid-1510s, alabaster, J. Paul Getty
Museum, Los Angeles
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Fig. 59. Detail, Adoration of the Magi, Seven Joys of the Virgin Altarpiece
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Fig. 60. The Military Exploits and Fabulous Deeds of Alexander from the Story of
Alexander the Great, woven in the Southern Netherlands, c. 1455-60, wool, silk, and giltmetal-wrapped thread, Galleria Doria Pamphilj, Rome

Fig. 61. Millefleurs with the Arms of Philip the Good, woven in the workshop of Jehan de
Haze, before 1466, wool, silk, and gilt-metal-wrapped thread, Bernisches Historisches
Museum, Bern
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Fig. 62. The Banquet of Charles the Bold and Frederick III at Trier, from Diebold
Schilling, Chronik der Burgunderkriege, 1480, Zentralbibliothek, Zurich, MS A5, fol.
121
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Fig. 63. The Death of Troilus, Achilles, and Paris, from the Story of the Trojan War,
designed possibly by Coëtivy Master, c. 1465, woven possibly in Tournai, c. 1475-1495,
wool and silk, Museo Catedralicio, Zamora

Fig. 64. The Crucifixion, from The Square Passion, designed by Bernard van Orley,
woven in the Brussels workshop of Pieter de Pannemaker, c. 1518-23, wool, silk, and
gilt-metal-wrapped thread, Museo de Tapices del Palacio de La Granja de San Ildefonso,
Segovia
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Fig. 65. Departure for the Hunt (Month of March), from the Hunts of Maximilian,
designed by Bernard van Orley, c. 1528-31, woven in the Brussels workshop of Willem
and Jan Dermoyen, 1531-33, wool, silk, and silver and gilt-metal-wrapped thread, Musée
du Louvre, Paris

Fig. 66. Invasion of the French Camp and the Flight of the Women and Civilians, from
the Battle of Pavia, designed by Bernard van Orley, c. 1526-28, woven in the Brussels
workshop of Willem Dermoyen, c. 1528-31, Museo e Gallerie Nazionale di
Capodimonte, Naples
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Fig. 67. Vertumnus in the Guise of a Fruit Picker, from the Story of Vertumnus and
Pomona, designed by Pieter Coecke van Aelst, c. 1544, woven under the direction of
unidentified Flemish weavers, c. 1548-75, wool, silk, and precious metal-wrapped
threads, Calouste Gulbenkian Museum, Lisbon
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Fig. 68. Gluttony, Seven Deadly Sins, designed by Pieter Coecke van Aelst, c. 1532-34,
woven in the workshop of Willem de Pannemaker c. 1548-49, wool, silk, and silver- and
silver-gilt-metal-wrapped threads, Kunsthistorisches Museum, Vienna

Fig. 69. Lust, Seven Deadly Sins, designed by Pieter Coecke van Aelst, c. 1532-34,
woven in an unidentified workshop in Brussels, c. 1545, wool, silk, and silver- and silvergilt-metal-wrapped threads, Patrimonio Nacional, Madrid
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Fig. 70. Anger, Seven Deadly Sins, designed by Pieter Coecke van Aelst, c. 1532-34,
woven in the workshop of Willem de Pannemaker c. 1548-49, wool, silk, and silver- and
silver-gilt-metal-wrapped threads, Kunsthistorisches Museum, Vienna

Fig. 71. Envy, Seven Deadly Sins, designed by Pieter Coecke van Aelst, c. 1532-34,
woven in the workshop of Willem de Pannemaker c. 1548-49, wool, silk, and silver- and
silver-gilt-metal-wrapped threads, Kunsthistorisches Museum, Vienna
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Fig. 72. Avarice, Seven Deadly Sins, designed by Pieter Coecke van Aelst, c. 1532-34,
woven in the workshop of Willem de Pannemaker c. 1548-49, wool, silk, and silver- and
silver-gilt-metal-wrapped threads, Kunsthistorisches Museum, Vienna

Fig. 73. Sloth, Seven Deadly Sins, designed by Pieter Coecke van Aelst, c. 1532-34,
woven in the workshop of Willem de Pannemaker before 1544, wool, silk, and silverand silver-gilt-metal-wrapped threads, Patrimonio Nacional, Madrid
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Fig. 74. Pride, Seven Deadly Sins, designed by Pieter Coecke van Aelst, c. 1532-34,
woven in an unidentified workshop in Brussels, c. 1545, wool, silk, and silver- and silvergilt-metal-wrapped threads, Patrimonio Nacional, Madrid
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Fig. 75. Unknown, Grande Salle at Binche in 1549, 16th century, watercolor,
Bibliothèque Royale de Belgique, Brussels
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Fig. 76. Infamia, from Los Honores, designed by Bernard van Orley and assistants, wool,
silk, silver, and gilt-metal-wrapped threads, 1520-25, Patrimonio Nacional, Palacio Real
de la Granja de San Ildefonso, Segovia
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Fig. 77. Titian, Tityus, in Quattro Damnati, 1548-1549, oil on canvas, Museo del Prado,
Madrid

Fig. 78. Titian, Sisyphus, in Quattro Damnati, 1548-1549, oil on canvas, Museo del
Prado, Madrid
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Fig. 79. Pieter Coecke van Aelst, Procession of Sultan Süleyman through the Atmeidan,
from Moeurs et fachons de fair de Turcz, 1553, woodcut, Metropolitan Museum of Art,
New York
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Fig. 80. Detail, Judith, Gluttony
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Fig. 81. Detail, Süleyman the Magnificent, Sloth

Fig. 82. Detail, Süleyman the Magnificent, Moeurs et fachons de fair de Turcz
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Fig. 83. Detail, Alexander the Great, Sloth
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Fig. 84. Detail, King Solomon, Lust
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Fig. 85. Detail, Odysseus, Envy
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Fig. 86. Detail, Venus, Lust
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Fig. 87. Silk fabric, 15th century, velvet, Historisches Museum, Bern

Fig. 88. Detail, Midas, Avarice
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Fig. 89. Detail, Zoilus, Envy
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Fig. 90. Detail, Medea, Lust
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Fig. 91. Jan van Eyck, The Virgin of Chancellor Nicolas Rolin, c. 1435, oil on panel,
Louvre, Paris
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Fig. 92. Detail, Hachures and gold lining, man carrying pitchers, Gluttony

Fig. 93. Triumphs of the Oxen and Elephants, from the History of Scipio Africanus,
designed by Giulio Romano with the assistance of Giovanni Francisco Penni, wool and
silk threads, woven by unidentified workshop, 1542-44, Patrimonio Nacional, Madrid
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Fig. 94. Unknown, Salle Enchantée at Binche, 16th century, watercolor, Bibliothèque
Royale de Belgique, Brussels

240

Fig. 95. Skirmishes on the Cape of Carthage, from the Conquest of Tunis, designed by
Jan Cornelisz. Vermeyen and Pieter Coecke van Aelst, 1546-48, woven under the
direction of Willem de Pannemaker, Brussels, 1548-51, wool, silk, and silver- and metalwrapped threads, Patrimonio Nacional, Madrid
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Fig. 96. Unknown possibly artist after Giulio Romano, Arch of Charles V vanquishing
Native Americans and Turks, Giovanni Alberto Albicante, Trattato del’intrar in Milano
di Carlo V […], (Milan, 1541)
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