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INTRODUCTION

The Quest for an Appropriate Past: The Creation
of National Identities in Early Modern Literature,
Scholarship, Architecture, and Art

Karl Enenkel and Konrad Ottenheym

When thinking about the creation of “national literature” and “national styles”
in art and architecture, most people will associate these developments with the
nineteenth century: this period was characterized by the emergence of nation-
al states and attempts to codify specific geographically and nationally defined
identities in art, architecture, and literature, based on models from a glorious
past.! However, in the period from 1400 to 1700, as a result of a complex amal-
gam of political, intellectual, and religious developments, humanist scholars,
artists, noblemen, and political leaders all over Europe were engaged in a simi-
lar effort.2 The numerous developments and changes in politics and religion
represented a challenge. And this challenge called for a response in terms of
new efforts of legitimization and authorization. Central in these attempts was
the search for suitable and impressive roots in a distant past, which one may
call “antiquity”. In late medieval and early modern Europe, “antiquity” was all
the more important because political authority was formally based on lineage.
In early modern times, all over Europe ruling princes, their courtiers, the civic
elite, etc., were preoccupied with their line of descent — and as a result, so
too were the humanist scholars, architects, and artists in their circles. Claims
of heroic ancestry, lineage, and history for the dynasty became crucial points

1 Cf eg. Leerssen ], National Thought in Europe. A Cultural History (Amsterdam: 2006);
Klaniczay G. — Werner M. — Gecser O. (eds.), Multiple Antiquities — Multiple Modernities:
Ancient Histories in Nineteenth-Century European Culture (Frankfurt a. M. — New York: 2011).
For the Low Countries cf. e.g. Leerssen J., De bronnen van het vaderland. Taal, literatuur en
de afbakening van Nederland 1806-1890 (Utrecht — Nijmegen: 2006/2011); and Mathijsen M.,
Historiezucht. De obsessie met het verleden in de negentiende eeuw (Nijmegen: 2013).

2 Cf. Marcu E.D,, Sixteenth Century Nationalism (New York: 1976); Asher R.E., National Myth
in Renaissance France: Francus, Samothes and the Druids (Edinburgh: 1993); Kidd C., British
Identities before Nationalism: Ethnicity and Nationhood in the Atlantic World, 1600-1800
(Cambridge: 1999); Helmrath J. — Muhlack U. — Walther G. (eds.), Diffusion des Humanismus.
Studien zur nationalen Geschichtsschreibung europdischer Humanisten (Gottingen: 2002);
Enenkel K. — Ottenheym K., Oudheid als ambitie. De zoektocht naar een passend verleden
1400-1700 (Nijmegen: 2017).
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of reference in establishing or disputing hierarchies among countries, among
ruling kings and queens, among noble families, and among cities.? Therefore,
political ambitions and territorial claims were regularly underpinned by histor-
ical arguments, true or otherwise. Literature, architecture, and paintings were
used to present these arguments, and to make them acceptable and plausible.

The massive quest for an appropriate past that took place in the early mod-
ern period has not been studied so far from a broad, European, and truly inter-
disciplinary perspective. The present volume aims at filling this gap. It brings
together scholars from various fields of literature, historians of art and archi-
tecture, and specialists for different parts of Europe, such as Italy, Portugal,
France, the Holy Roman Empire, Poland, Sweden, England, and Ireland. Our
volume is the result of a research project supported by the Royal Netherlands
Academy of Arts and Sciences (KNAW). Between 2014 and 2016 an interna-
tional group of scholars from various disciplines came together in five confer-
ences. The present volume offers a selection of about the half of the 60 total
contributions; they appear here in a greatly revised and rewritten form. One of
the outcomes of the project is that the close collaboration of Neolatinists and
historians of architecture especially turned out to be most fruitful in mapping
out the various strategies used in the period 1400-1700 in order to construct ap-
propriate local or national antiquities, and in analysing the ways in which the
processes of legitimization took shape.

1 Various Antiquities: The Perspective of Early Modern Historical
Periodization and Its Consequences

If one wants to understand these strategies and processes, one must take into
account that during the centuries in question the ideas on the periodization
of history differed greatly from our present ones, and that for the intellec-
tuals of those days, “antiquity” did not mean the same thing it does for us.#
For us, “antiquity” is part of the generally known, so-called classical system
of periodization: it refers to the civilizations around the Mediterranean, in
the Middle East and parts of Europe, and denotes the period from the inven-
tion of written records (around 3000 BC) to ca. 500 AD or to the sack of Rome
(476). Furthermore, it is split into a number of sub-periods — like the archaic,

3 Melville G., “Vorfahren und Vorginger. Spatmittelalterliche Genealogien als dynastische
Legitimation zur Herrschaft’, in Schuler PJ. (ed.), Die Familie als sozialer und historischer
Verband. Untersuchungen zum Spdtmittelalter und der friihen Neuzeit (Sigmaringen: 1987)
203-309.

4 For these aspects and additional bibliographical references cf. Enenkel — Ottenheym,
Oudheid als ambitie 76—88.
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classical, and Hellenistic periods of Greece, the Roman republic, Roman em-
pire, late antiquity, etc. In this system, “antiquity” is followed by the period of
the “Middle Ages” (ca. 500 to ca. 1500), again subdivided into the early Middle
Ages, the Carolingian period, the high Middle Ages, and the late Middle Ages.

For early modern intellectuals, “antiquity” was chronologically, historically,
and stylistically less clearly defined; “Middle Ages” did not have the status of a
generally accepted and positively defined historical period; and the divisions
between antiquity and the present time were partly vague, partly perceived in
a different way. In general, the idea of long chronological and cultural continua
was more important than more or less subtle divisions into various historical
periods. Above all, the divisions derived from the Bible, and they were based
on theological concepts.

For early modern intellectuals, the history of the world started with the
Creation, i.e. about 4000 BC. Human civilization had its restart with Noah and
his sons after the Flood, which was dated ca. 2600 BcC. If one departed from
those premises, there were still various ways to divide the history of the world
into periods. A very influential periodization was that of the “Three Eras’,
based on the prophecy of Elijah:

1. the period before the giving of the law through Moses (ante legem), ca.
4000—2000 BC
2. the period subject to the law (sub lege), ca. 2000 to Christ
3.  the period from the birth of Christ on to the present day (sub gratia).
The result was three long continuous, theologically defined periods, and impor-
tantly, the third one included everything from antiquity to the present day. The
status of the present time was very unclear and feeble because the “Three Eras”
division was frequently combined with millenarian ideas. Interestingly, during
the sixteenth and seventeenth centuries this periodization with its intermin-
gled millenarian thoughts was adopted by both Catholics and Protestants. The
most influential chronicle of the Lutheran Johannes Carion was based on it;
continued by Casper Peucer and Philipp Melanchthon, it was used as a school-
book at Lutheran and Calvinist universities as well.5

Another frequently used system of periodization had similar features —
that of the “Four Empires”. This system was based on the idea of succession
of the Babylonian, Persian, Macedonian and Roman empires in terms of both
chronology and actual power. The last and conclusive empire, the Roman em-
pire, was conceived as starting in 50 BC, with Julius Caesar, and continuing to
the present day [Fig. 0.1]. Thus again, this system offered an enormously long

5 Neddermeyer U., Das Mittelalter in der deutschen Historiographie vom 15. bis zum 18.
Jahrhundert, Kolner historische Abhandlungen 34 (Cologne — Vienna: 1988).
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FIGURE 0.1 Adriaen Collaert (engraver) after Maerten de Vos, The Roman Empire, embodied
by Julius Caesar on horseback. Print no. 4 from the series The Four Empires of the
World (ca. 1600). Engraving, 22.4 x 26.9 cm
IMAGE © RIJKSMUSEUM, AMSTERDAM

continuum of at least 1500 years, which included everything from antiquity
to the present day; again, it was combined with millenarian ideas, and again,
it was used by Catholics and Protestants alike. Their interpretation of history,
however, was much different. For Protestants, the time period that started with
Constantine the Great and spanned to the present day (ca. 300 AD to the six-
teenth century) was a period of constant decay; for Catholics, it marked the
triumph of the true belief viz. Christ’s Church. Furthermore, there were differ-
ent opinions on the status and value of the Roman empire. Intellectuals in fa-
vour of the Holy Roman Empire regarded the German empire as the legitimate
heir of the Roman Empire of antiquity, via Charlemagne, and of course they
subscribed to legitimacy of the translatio imperii. Others denied the translatio
imperii, for example Italian humanists, such as Francis Petrarch.

Petrarch was one of the first intellectuals who initiated the idea of a
Renaissance of Roman antiquity in a narrower sense. He regarded the time
since the sack of Rome (476) as a period of decay and loss of culture, as a kind
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of dark age. He very much hoped that these dark times would come to an end,
but he was not sure when and how. In any event, he was not convinced that
this goal might be achieved by a humanist revival of antiquity alone. In fact,
he also believed in millenarian ideas. His visionary empire after the appear-
ance of the Antichrist, however, had an antiquarian touch: he hoped that the
Roman emperor would reside again in Rome and that Rome would be restored
in all its antique glory. For him, the period of Roman antiquity was defined by
the concept of virtue: when virtue departed, the Roman empire expired. Thus,
in Petrarch’s definition, Roman antiquity was limited to the Roman republic
(ca. 500 BC) up to Emperor Trajan (117 AD). After Trajan a period of moral decay
came into being, culminating in Petrarch’s own age, the fourteenth century,
which he regarded as the worst of all ages.

Humanists after Petrarch further developed his idea of the revival of Roman
antiquity in various ways; first with respect to the rebirth of the Latin lan-
guage, Latin literature, and scholarship, and later with respect to the “rebirth”
of the arts, architecture, and various other segments of culture as well. Over
the course of the fifteenth century, some humanists became more and more
convinced that they had succeeded with their programme of the revival of
antiquity. Roman humanist and papal secretary Biondo Flavio invented the
notion ‘aetas media’ (middle age); however, this was not meant as a distinc-
tive, neutrally defined period, but more as a negatively conceived intermediary
time between the glory days of Roman “antiquity” and the present glorious
renaissance of classical culture in the fifteenth century, especially in centres
such as papal Rome, Naples, and Florence. Who was responsible for the cul-
tural and moral decay? In Flavio’s eyes, it was the barbarian people who had
invaded the empire, and in the end the German emperors too. Needless to say,
Biondo’s term of ‘aetas media’ was not accepted by all humanists, and espe-
cially not by humanists north of the Alps.

If one takes into account these various ideas on periodization and their ide-
ological consequences, it becomes clear that the early modern constructions
of “antiquity” could be rather diverse. Most importantly, a big part of what is
nowadays labelled the “Middle Ages” was regarded as antiquity as well. Thus,
chivalric myth up to 1200 could also be used in these constructions of local
antiquity. Roman heroes, such as Scipio Africanus Maior (second century BC)
and Julius Caesar (first century BC), were usually depicted as medieval knights
[Fig. 0.2]. Charlemagne himself was conceived both as a medieval knight and
as a Roman. Moreover, all over Europe Trojan heroes were being reinvented as
ancestors of various dynasties, local noble families, and even of nations.® And

6 Cf. e.g. Homeyer H., “Beobachtungen zum Weiterleben der Trojanischen Abstammungs —
und Griindungssagen im Mittelalter”, Res publica litterarum 5 (1982) 93—123; Fochler P., Fiktion
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FIGURE 0.2

Julius Caesar, depicted as a medieval knight with the
Habsburg coat of arms. Woodcut from: Die jeeste van
Julius Cesar (ca. 1490)

IMAGE © KONINKLIJKE BIBLIOTHEEK, THE HAGUE

they, too, were imagined as ancient Romans and medieval knights. Over the
course of our programme it turned out that in numerous cases “medieval an-
tiquities” were chosen as the most appropriate past in order to legitimize the
political status quo. This goes for, for example, the Low Countries (see the con-
tributions by Enenkel, Maas [on Dousa], and Ottenheym [on “New Chivalric
Castles”]), Sweden (Neville), and Poland (Arciszewska). Furthermore, no con-
tradiction existed between medieval and Trojan ancestry. Maybe a bit surpris-
ingly, in the Eighty Years’ War the medieval counts of Holland were still being
legitimized by their supposed Trojan forefathers (Enenkel), and the coat of
arms of the counts of Holland and that of Troy were still considered to be iden-
tical. Trojan heroes turned up all over Europe: as the contribution by Christian
Peters demonstrates, they were even used to affirm the political claims of the
Turkish Ottomans.

2 The Importance of Having Appropriate Ancestors

Claims of heroic ancestry, lineage, and history of the dynasty were in the first
place not the result of a romantic ache for history or just a fascination with the

als Historie. Der Trojanische Krieg in der deutschen Literatur des 16. Jahrhunderts (Wiesbaden:
1990); Shepard A. — Powell S.D. (eds.), Fantasies of Troy: Classical Tales and the Social
Imaginary in Medieval and Early Modern Europe (Toronto: 2004). For the Low Countries, see
especially Keesman W,, De eindeloze stad. Troje en de Trojaanse oorsprongsmythen in de (laat)
middeleeuwse en vroegmoderne Nederlanden (Hilversum: 2017).
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culture of Greek and Roman antiquity; more often they were calculated instru-
ments of political power play. Lineage and ancient roots caused and justified
claims for privileges and superiority. In early modern Europe the strategies for
distinguishing a state, a ruling family, or a city varied. Nevertheless, a certain
common pattern appears. The virtues of forefathers, such as Trojans, Romans,
or biblical heroes, were thought as still being present in the current members
of the family, city, or nation.

The search for very old ancestors, generally speaking, offers a number of
possibilities: the first, of course, is to sustain a claim of having an antique
Roman origin. In the fifteenth, sixteenth, and seventeenth centuries patrons
and artists in Western Europe were well aware that their countries once had
been part of the Roman empire, and more than once these roots were con-
sciously used in their political legitimization of power (cf. the contributions
by Senos, Lemerle, Maas [on Junius], Hendrix, and Pieper). The second way
was to claim an even more ancient, and therefore more noble, origin, such as
the cities of Capua, Trier, and Amsterdam (cf. the contributions by de Divitiis,
Giinther, and Vlaardingerbroek), or the province of Holland did (contribution
by Enenkel). All of these entities pretended to be older than Rome itself: Trier
boasted of its supposed Babylonian origin (second millennium Bc!), Holland
of the Trojan descendance ascribed to the counts (Troy, too, was thought to
have been founded in the second millennium Bc), and Amsterdam — as the
construction of its new town hall in the middle of the seventeenth century
demonstrates — claimed as forebear the Jewish King Solomon (tenth cen-
tury BC, cf. the contribution by Vlaardingerbroek). This second manner of
legitimization, of course, became especially relevant in northern and north-
eastern Europe, where claims of any direct bloodline going back to the ancient
Romans were almost impossible to establish in a plausible way. In these cases
the strategy was: if you can’t join them — beat them.

With respect to nobility, to demonstrate descendance from the ancient
Romans was not the only way to achieve legitimacy. The rich treasure-house
of history offered many possibilities: Trojans, Babylonians, and Jews (biblical
heroes), but also the various local tribes mentioned in Greco-Roman history. In
a sense, the ancient Germans were especially appealing because they mostly
managed to remain independent, and they finally even conquered the empire.
Having been a part of the Roman empire was, of course, already in itself noble
and impressive (Pieper), but one could present it as being even more noble
to never have been conquered by the Romans, as the Goths, the forebears
of the Swedes (Neville), and a number of German tribes demonstrated. The
Hollanders wanted to have the best of both worlds: they claimed the tribe of
the ancient Batavians — extremely brave and strong people — as their ancestors
[Fig. 0.3]. In the eyes of the early modern Hollanders the Batavians were on
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FIGURE 0.3 Otto van Veen, Brinio raised on a shield as the leader of the Caninefates (1600 —
1613). Oil on panel, 38 x 52 cm
IMAGE © RIJKSMUSEUM, AMSTERDAM

the one hand respected by the Romans as equals and ‘brothers’, since they had
never been conquered; but on the other hand they partook in the advanced
civilization of the Roman empire, and they were thought even to have built
cities. Last but not least, the sixteenth- and seventeenth-century Hollanders
were convinced that the ancient Batavians had lived in the area of modern-
day Holland. As later archaeological research demonstrated, this was all based
on a kind of phantastical antiquarian construction. In the German empire the
claim of going back to German tribes of antiquity (as they were described by
Tacitus in his Germania and Historiae) became an important issue in humanist
antiquarian discussions, from Conrad Celtis on (cf. the contributions by Pieper
and Hoppe), while the new Swedish dynasty derived its legitimacy from its
supposed descendance from the ancient Goths (contribution by Neville), and
the Polish nobility of her phantastical “Sarmatian” origin (Arciszewska).
Importantly, these claims were underpinned by scholarly studies, such as
Konrad Peutinger’s Sermones convivales de mirandis Germanie antiquitatibus
(cf. the contribution by Pieper), Olaus Magnus'’s Historia de gentibus septen-
trionalibus (Neville), and Hadrianus Junius’s Batavia (Maas). Moreover, the
new discipline of archaeology played an ever more important part in this
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process of reactivating local antique pasts. Early or proto-archaeology, called
also antiquarianism or Ars antiquitatis, became an effective weapon in sustain-
ing claims of ancient origin, and collections of antiquities such as the one of
Konrad Peutinger, served the same goal. It was the task of the humanists to
unveil these proofs of ancient forebears in treatises and poems, as Hadrianus
Junius and Dousa did (cf. the contributions by Maas), and of the artists to ex-
press them in new visual creations and in architecture. Humanist and anti-
quarian scholarship was seen as being closely related to literature and art. This
is one of the reasons why early modern intellectuals were able to display a
great amount of creativity in their constructions of appropriate ancestries.

3 Various Antiquities: Problems with Differentiating and Dating
Building Styles

In these processes, the material remains, especially those of “ancient” build-
ings, became incredibly important sources of inspiration for new allantica ar-
chitecture that was meant to display the continuity between the past and the
present. However, early modern intellectuals, humanist scholars, antiquarians,
artists, and architects alike faced substantial problems with the dating and de-
termination of “ancient” buildings. In fact, they had no clue as to which period
certain remains of walls belonged, what the various styles of architecture were,
and how to date Roman brickwork. Without the help of written evidence, such
as building inscriptions in stone or descriptions in Roman literature (e.g. by
Pliny the Elder, Vitruvius, or Ovid), it was almost impossible to identify a build-
ing. And even in such cases it was difficult to reach any certain conclusion.
The Pantheon, the best-preserved temple in Rome, was wrongly attributed to
Augustan times solely because of its building inscription, which says that it
was erected by Augustus’s son-in-law Marcus Agrippa (‘M. AGRIPPA L. F. COS.
TERTIUM FECIT’),” whereas it was actually built by Trajan and Hadrian.
Even in Rome itself — where numerous remains were comparatively well pre-
served — it took centuries to understand the true function of the ruins and to
identify them. Erroneous attributions were the rule rather than the exception.
For example, the huge remains of imperial bath complexes (e.g. the Baths of
Caracalla) were generally interpreted as having been the palaces of senators
or Roman emperors, and many late antique Christian churches were — if they

7 ‘Marcus Agrippa, the son of Lucius Agrippa, has built it when he was consul for the third
time'.
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FIGURE 0.4 The Baptistery of Florence, depicted as an antique
Temple of Mars during the destruction of the city by Totila,
King of the Ostrogoths, in Giovanni Villani's Chronica
(mid-14th century). Biblioteca Apostolica Vaticana, Cod.
Chigiano LvIIT 296, fol. 361
IMAGE © PUBLIC DOMAIN

were central buildings — usually regarded as having been pagan temples. Given
this situation one can easily understand that early modern intellectuals were
deriving their ideas from a wide spectrum of possible interpretations in their
effort to understand the antique remains, and that this spectrum brought forth
a considerable amount of creativity aimed at underpinning antiquarian claims
(cf. e.g. the contributions by Hoppe and Ottenheym).

An additional difficulty, but also an opportunity, for creative interpretations
was the fact that the Roman antiquities in some provinces (e.g. the Rhine prov-
inces) were quite different from those in Italy — for example, the Porta Nigra in
Trier. The Porta Nigra was actually a Roman port building dating from about
180 AD; in the sixteenth and seventeenth centuries, however, intellectuals were
convinced that because of its archaic stone cubes it dated from Babylonian
times, i.e. the second millennium Bc (cf. Giinther [on Trier]).

The ‘gothic style’ (maniera gotica) was called ‘modern’ because it referred to
buildings that were made in the recent past (thirteenth to fifteenth centuries).
But anything before ca. 1200, what we would now call Romanesque, Ottonian,
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Carolingian, Byzantine, late antique, imperial Roman, etc., was regarded as
“antique”8 We should not forget that the stylistic concept of “‘Romanesque art”
was invented only in the early nineteenth century. In the early modern period
there was a massive amount of confusion between Roman and Romanesque
architecture. This phenomenon was not limited to Northern Europe, as is dem-
onstrated by the famous example of the baptistery of Florence, which from the
fourteenth up to the seventeenth century was regarded as an antique temple
of Mars [Fig. 0.4]. In the fifteenth and sixteenth centuries intellectuals were
not able to differentiate between architecture from the times of King Solomon,
Emperor Augustus, or Charlemagne: anything from roughly 1000 BC to 1100
AD could be labelled as “antique”. This, again, opened up a wide field for artis-
tic and literary inventions: old buildings of different styles and periods were
used as authoritative sources of new allantica art. For example, in southern
Germany Romanesque buildings were regarded as antique and were used as
examples of fifteenth- and sixteenth-century architecture, as Stephan Hoppe
demonstrates.

A volume like this inevitably has its limitations. Although numerous early
modern appropriations of the past are discussed, and antiquities from vari-
ous regions and periods are addressed, it is, of course, impossible to cover all
regions of Europe and to include all relevant humanist treatises and all early
modern works of art and architecture. So there still remains a considerable
amount of material awaiting further analysis. This inevitable fact, however,
relates to a pivotal aim of the present volume. The authors hope that it may
evoke further research and stimulate specialists from various disciplines
to closely study the fascinating early modern constructions of the past, and
to analyse the various claims for national or regional antiquity. Legite feliciter!

Monasterii (Miinster) — Traiecti (Utrecht)
Die 31° Martii MMXIIX

8 Cf. Hoppe S., “Romanik als Antike und die baulichen Folgen’, in Nussbaum N. —
Euskirchen C. — Hoppe S. (eds.), Wege zur Renaissance. Beobachtungen zu den Anfingen neu-
zeitlicher Kunstauffassung im Rheinland und den Nachbargebieten um 1500 (Cologne: 2003)
88-131;, Wood C., Forgery, Replica, Fiction: Temporalities of German Renaissance Art (Chicago:
2008); Wood C., “The Credulity Problem”, in Miller P.N. — Louis F. (eds.), Antiquarianism and
Intellectual Life in Europe and China (Ann Arbor: 2012) 149-179.
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CHAPTER 1

Claiming and Contesting Trojan Ancestry on
Both Sides of the Bosporus — Epic Answers
to an Ethnographic Dispute in Quattrocento

Humanist Poetry
Christian Peters
1 Introduction: Humanists and Troy

Humanist, or humanist-inspired, philology and antiquarianism are one of the
chief suspects for tearing down the idea that all European peoples originated
in Troy — and the cultural and political prestige that idea conveyed — to make
way for new national identities. Local and regional antiquarian endeavours
had provided the critical tools that would later foment the rise of historical
and archaeological sciences. Still, in other areas of humanist writing, those
ideas and concepts could prove to be quite persistent and were aspiring to new
heights of creativity and inventiveness. The notions humanism brought forth
of antiquity as an actually foregone era inspired new needs for and strategies
of imitating and rivalling the classical literature and synchronizing what it had
in store with the authors’ own age. This pattern of simultaneous continuity
and dissociation, as well as the attempt to manage it, becomes particularly
palpable in epic poetry, especially when it chooses as its subject contempo-
rary history, never willing or able to shake off the ancient epic’s inclination to
make poetic sense of history, not only on the conceptual level, but also by the
adaptation of contents that link antiquity and pre-history to, say, the fifteenth
century. In contrast to antiquarianism or ancient history, which denote their
subjects as something to recover, humanist epics habitually and blatantly, by
devices such as the divine machinery or other structural elements, make their
world the same as the one in which classical heroic epics had taken place.
That tracing one’s own origins back to Troy played a potentially crucial role
in medieval attempts to harness history in order to legitimize one’s reign goes
as uncontested as the fact that classical texts speaking of the Trojan War and
its aftermath gained additional momentum thanks to the humanists’ devotion

© CHRISTIAN PETERS, 2019 | DOI:10.1163/9789004378216_003
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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to antiquity.! Speaking of Troy and Trojans in the Middle Ages was in most
cases a matter of ‘intentional history’? which turned into ‘virulent collective
memory’ in issues of political import.3

To be sure, exploiting a claim to a Trojan origin,* i.e. sharing ancestry with
Rome, is a phenomenon even older than the canonical text for the phenom-
enon of exploiting Trojan origins politically, the Aeneid.5 However, the Aeneid,
Dares the Phrygian, and Dictys of Crete — the last two being pseudepigraphic
eyewitness accounts actually stemming from late antiquity, which were con-
sidered more reliable sources for the Trojan War in the Middle Ages than the
texts of the Augustan poets® — do not offer any starting point for construing,
for example, the Frankish or British legends tracing their civilization back to
Troy. It is established no sooner than in the Chronicon of Ps.-Fredegar and

1 Cf. on this Garber J.,, “Trojaner — Romer — Franken — Deutsche. ‘Nationale’ Abstammungs-
theorien im Vorfeld der Nationalstaatsbildung”, in Garber K. (ed.), Nation und Literatur im
Europa der Friihen Neuzeit, Frithe Neuzeit 1 (Tiibingen: 1989) 108-163, here 116, who offers
a very concise summary of the idea: ‘Die antike Geschichte wird auf die Gegenwart aus-
gerichtet, indem der Einbruch zwischen Antike und mittelalterlicher Herrschafts- und
Volksgeschichte durch Abstammungsgenealogien mit fiktivem Kern geschlossen wird.
Die Abstammungsgenealogie ist das zentrale Legitimationstheorem der mittelalterlichen
Geschichtsschreibung. Die extreme zeitliche Zuriickdatierung des gentilen Ursprungssta-
tus erfolgt mit der Zielsetzung, erfahrbare Geschichte durch Heroengeschichte zu ersetzen’.
The connection Garber draws between Trojan ancestry and the idea of the Golden Age,
on the other hand, is less plausible (“Trojaner” 121).

2 Gehrke H.-J,, “Was heifit und zu welchem Ende studiert man intentionale Geschichte?
Marathon und Troja als fundierende Mythen’, in Melville G. — Rehberg K.-S. (eds.),
Griindungsmythen — Genealogien— Memorialzeichen. Beitrige zur institutionellen Konstruktion
von Kontinuitdt (Cologne — Weimar — Vienna: 2004) 21-36, here 25.

3 Gehrke, “Was heif3t” 36.

4 The most extensive recent treatment of this subject is Kellner B., Ursprung und Kontinuitqit.
Studien zum genealogischen Wissen im Mittelalter (Munich: 2004) 131-296. Particularly elu-
cidating are her thoughts on Troy as the earliest testified event in non-biblical history. For
secular nobility, the self-inscription into the aftermath of the Trojan War was thus particu-
larly attractive, because it meant that one’s own kind had been there all the time, since the
dawn of history, cf. ibidem 131-133.

5 There are hints that already in Caesar’s Gallic War the Haeduans received special diplo-
matic treatment due to their supposed status as relatives of the Romans. Fraudulent use
of a fictional Trojan origin can be traced at least to a passage in Lucanus, echoed later by
Sidonius Apollinaris, in which the Arvernian people successfully try to associate themselves
with the Haeduans’ hitherto exclusive standing, cf. Hommel H., “Die trojanische Herkunft
der Franken”, Rheinisches Museum fiir Philologie 99 (1956) 323341, here 335-337. In a striking
conclusion, Hommel relates this phenomenon to the Roman custom of adoption, in which a
mere social and juridical act is then expanded to biological and genealogical heritage.

6 See Kellner, Ursprung 155-156.
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the Liber historia Francorum afterwards.” The search for, or invention of, an

7 The construct drew its plausibility mainly from the amalgamation of the two versions of
pseudo-Fredegar and the Liber Historiae Francorum. Concurring claims led to the drive for a
more or less ‘gapless’ Trojan ancestry. Thereof the Speculum regis by Geoffrey of Viterbo bears
witness, in which a version is found that unites both strands of the Trojan origo, the Roman
one via Aeneas, and the Frankish one via Priam in Charlemagne; cf. Garber, “Trojaner” 134f.
An erroneous ascription is made by Stohlmann J., “Trojadichtung. II. Mittellateinische
Literatur”, Lexikon des Mittelalters 8 (1997) 10351036, here 1035, who states that a poetic ref-
erence to the Trojan origin of the Franks is made by the anonymous author of a panegyric
poem to Charles the Bald. The poem makes no such allusion, and the name of the Franks is
explained by an etymology that goes back to Isidorus, cf. the anonymous Carmen de Exordio
Gentis Francorum, ed. E. Dimmler, in Monumenta Germaniae Historica. Poetae 2 (Berlin:
1884) 141-145, here 142, v. 34. Despite this, there is actually ample evidence of Trojan genealo-
gies for Carolingian monarchs, cf. Gorich K., “Troia im Mittelalter — der Mythos als politische
Legitimation’, in Zimmermann M. (ed.), Der Traum von Troia. Geschichte und Mythos einer
ewigen Stadt (Munich: 2006) 120-134, here 129. A few more stations of the development of
Trojan origin as a widespread idea in Western Europe should be mentioned in short: Albert
of Stade, Troilus, ed. T. Gértner, Spolia Berolinensia 27 (Hildesheim: 2007) mentions, in a
sort of poetic balance sheet at the end of the sixth book, the casualties on both sides of the
Trojan War (6, 705—716) and traces the paths of the Trojan and Greek heroes further, until
their respective deaths (6, 717-880). He makes no mention, however, of any descendant of
King Priam, who later might have become the founder of a European dynasty. The numbers
he tells are from Dares’ feigned eyewitness report of Troy’s fall. A meticulous study of all clas-
sical references in the Troilus is to be found in Gartner T., Klassische Vorbilder Mittelalterlicher
Trojaepen, Beitrige zur Altertumskunde 133 (Stuttgart — Leipzig: 1999) 409-556. On the au-
thor’s life, cf. ibidem 409—416. Joseph Iscanus, a poet from twelfth-century Britain, refers
to the Trojan origin of the British (by Priam’s son Brutus) in his fragmentary Antiocheis,
about the third crusade, cf. Joseph Iscanus, Antiocheis 1-3. Cf. Gompf’s introduction to
Iscanus Joseph, Werke und Briefe, ed. L. Gompf, Mittellateinische Studien und Texte 4
(Leiden — Cologne: 1970) 64. In exhaustive detail, Gartner, Klassische Vorbilder 9—408, trac-
es the classical models of Joseph's Ylias. On the author’s life, cf. ibidem g9-13. He is there-
by mainly relying on Geoffrey of Monmouth’s Historia Requm Britanniae; see Geoffrey of
Monmouth, Historia Regum Britanniae, ed. A. Griscom (London — New York — Toronto: 1929).
Although mainly in prose, this text gives an account of the Trojans’ role in the primordial
history of Britain that is modelled on Virgilian epic: Brutus, grandson of Aeneas, is exiled
from Italy and, on his journey through the Mediterranean, he finds an oracle of Diana,
where he is told to seek an island beyond Gaul and to settle there (Geoffrey of Monmouth,
Historia 1, 14-15) Brutus encounters the goddess clad in cultic garments and with sacrificial
instruments in her hands. Both his request and Diana’s answer are metric. Later on, then,
he and his fellows find the promised island of Albion and take possession of it (Geoffrey
of Monmouth, Historia 1, 22). This bears proof of the fact that in the medieval imagination
as well, the further paths of the Trojan refugees were a mission guided by fate rather than a
mere escape resulting in the founding of European reigns by accident. On the other hand, it
was not an obligation for poetic accounts of the Trojan War to imply any mythic-historical
perspective beyond the one Virgil had offered. Simon de Capra Aurea’s poem on the destruc-
tion of Troy and the voyage of the Aeneads to Italy, e.g., relies on Virgil almost exclusively.
The most complete version of the poem is found in Boutemy A., “La Version parisienne du
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eponymous hero from Troy had a special significance in these matters.® For
this, the catalogue of Trojan refugees in Western Europe, as presented by
Guido delle Colonne, was a valuable resource.® In Hartmann Schedel’s World
Chronicle, a ‘Franco’ is still a son of Hector and forefather of the Franks. Yet,
belief in the Trojan origins of European dynasties and peoples was waning
among Western humanists, culminating in assessments like that of the hu-
manist Stephanus Pighius, who denounced the whole endeavour to find Trojan

poeme de Simon Chévre d'Or sur la guerre de Troie (Ms. lat. 8430)", Scriptorium 1 (1946-1947)
267—288. An important source for the major strands of genealogic attribution is the version
of the destruction of Troy that Guido delle Colonne tells. In the beginning of his Historia,
the author collects a variety of legends, among others those of Francus (France), Brutus
(Britain), Antenor (Venice), and Sicanus (Sicily). Guido drew his inspiration largely from
Benoit de Saint-Maure’s Roman de Troie, which already found connections between Troy
and its Norman audience, but Guido’s Latin version had paramount influence in multiplying
these constructs all over Europe, along with matching contemporary taste through a chival-
ric re-contextualization of the heroic deeds from classical epics. On this cf. Tanner M., The
Last Descendant of Aeneas: The Hapsburgs and the Mythic Image of the Emperor (New Haven:
1993) 52—66. The other main reason for the success of Trojan legends with the elites of the
Middle Ages was that they offered a device for creating political legitimization and iden-
tity; cf. Gorich, “Troia” 124; for a summary account, see Contamine P, “Trojanerabstammung
der Franken’, Lexikon des Mittelalters 8 (1997) 1041. There are countless additional examples
of genealogies in various parts of medieval Europe that show how widespread the idea of
being descended from Trojan refugees was at that time and in that part of the world. An
overview is offered by Gorich, “Troia” 128-131; see also Karsenti T., “From Historical Invention
to Literary Myth: Ambivalences and Contradictions in the Early Modern Reception of the
Franco-Trojan Genealogy”, in Montoya A. — van Romburgh S. — van Anrooij W. (eds.), Early
Modern Medievalisms: The Interplay between Scholarly Reflection and Artistic Production,
Intersections 15 (Leiden — Boston: 2010) 93-110, here 95.

8 Gorich, “Troia” 124. Cf. e.g. Warnefridus Paulus, Liber De Episcopis Mettensibus, ed. G.H. Pertz,
in Monumenta Germaniae Historica. Scriptores 2 (Hanover: 1829) 260268, here 264, 36—40:
‘[...] Nam gens Francorum, sicut a veteribus est traditum, a Troiana prosapia trahit exordium’.
This was further transmitted e.g. in the Genealogiae Karolorum, ed. G. Waitz, in Monumenta
Germaniae Historica. Scriptores 13 (Hanover: 1881) 241-248, here 11, 40—41.

9 The value of such concepts was manifold: primacy in rank and prestige, legitimizing one’s
own type of rule, refutation of foreign claims to dominance, strengthening of one’s own iden-
tity as opposed to the others, and bridging the gap between biblical ethnic genealogy and
the ethnic present; cf. Gorich, “Troia” 125. On the last point, cf. Tanner, who in an intriguing,
although at times slightly unsystematic, study assembling the different strands of a Trojan-
Frankish tradition, suggests that not only was the Trojan bloodline supposed to be harnessed
to political and dynastic legitimacy, but it could also function as a means to establish a sacred
dimension of rule by hinting at the imperial cult invented by the Julio-Claudian dynasty,
which could additionally be expanded by a Christian edge through connections to a Mosaic
or Davidian legacy; cf. Tanner, Last Descendant 23—44 and 67—go. The second part of her
study traces primarily this latter strand, thus rendering the book's title slightly misleading.
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ancestry as a Troicum delirium, and even French writers had started to have
growing doubts about the Francus issue, too.1?

Whereas epic poets could not ignore the success humanist philology and
antiquarianism had in making their monuments crumble, the idea of Trojan
origins and a fateful mission rising from the ashes of Troy still could have a
remarkable persistence in the genre whence it had come in the first place —
and this shall be the topic of this paper. Therefore, it appears appropriate to
take a glance at both an epic that conveys the traditional notion of European
dynasties going back to Troy and one in which their putative nemesis in the
15th century, the conqueror of Constantinople, justifies his military and ter-
ritorial aggression with the very same claim. On a very basic level, this dispute
appears to be the ideal research sample for identifying a specifically epic quest
for an appropriate past: Laying claims to, e.g., a founder is not as delicate as
laying claims to an ancestor. Up to a certain number of cities or states, it is not
implausible that, say, Antenor founded them all on his way. Emphasizing or
forging a certain lineage, on the other hand, may lead to a circle of relatives
the ruler of a fifteenth-century state or head of a noble family would rather
not care to be associated with. And it was exactly that issue which became the
matter of discussion concerning the Trojans.

2 Refugees Welcome - Trojans and Other Stray Heroes in Tito
Strozzi’s (1425-1505) Borsias

Tito Strozzi’s Borsias is a panegyric epic rich in not only the fruits of humanist
imitation and emulation of classical poetry, but also reflections of what a hu-
manist court-poet — who was at the same time a magistrate of Ferrara, the state
of his patrons, the Este marchesi and dukes from Leonello to Ercole 1 — dealt
with in everyday politics, ideological concepts, and diplomatic manoeuvres.!!
The writing of the poem accompanied the last fifty years of Tito Strozzi’s long
life, and thus it echoes matters of the Este court in regional and international
politics all through the second half of the quattrocento. We will concentrate on
a passage that was presumably written in the 1480s.

10 Gehrke, “Was heifit” 36. On the later fate of the Trojan Francus legend in France, see
Karsenti, “From Historical Invention” g6-109.

11 See Walther Ludwig’s introduction to the edition of Strozzi Tito, Borsias, ed. Walther
Ludwig, Humanistische Bibliothek, Reihe 11: Texte 5 (Munich: 1977) 1-58, and Peters C.,
Mythologie und Politik. Die panegyrische Funktionalisierung der paganen Gétter im latei-
nischen Epos des 15. Jahrhunderts, Wissenschaftliche Schriften der wwu Miinster 24 ,10
(Minster: 2016) 265—269.
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By presenting an account of the Trojan origins in the sixth book of his Borsias,
Strozzi is heeding his own announcement from the epic’s first proem, where
the poet states, after appealing to the addressee Borso himself as the source
of inspiration, rather than the Muses, that he ‘will tell of both brave leaders
(or dukes) and the noble beginnings of the Ateste kin, stemming from Trojan
origin' (‘Magnanimosque duces atque alta exordia dicam / gentis Atestinae
Troiana ab origine ductae’).!? Strozzi makes good on this promise, but he lets
an intradiegetic narration do the job for him. As an avatar, he introduces a con-
temporary figure, the respected court physician of the Este, Girolamo Castelli,
to tell Giovanni Pontano (a diplomatic envoy to Ferrara) about Duke Borso’s
youth, and the origins of the Este.!3

Seen within the larger narrative framework of the Borsias, the colloquial
situation of Strozzi’s Trojan origo gentis legend for the Este is striking insofar
as it provides the tale with a double authorization. The first is by virtue of hav-
ing an esteemed local humanist tell it, whose narration occupies virtually half
the epic, spreading from the beginning of book 6 to the sudden end of the un-
finished poem in book 10. His narration comprises various topics, such as the
military achievements of young Borso; the marriage of Niccolo to Ricciarda di
Saluzzo, resulting in the birth of Borso’s successor, Ercole 1; the Este family’s
rise to power in Ferrara; and the history of their rule. The account of the Este
family’s Trojan origins forms part of the latter.

Second, Castelli’s entire speech is directed to Giovanni Pontano, doubtlessly
one of the most respected humanists of the time. Pontano becomes part of the
Borsias’ plot when his — historically not proven — visit to Ferrara is the climax
of a series of three visits to the city in the fifth book of the poem. First, Pius 11
comes to town, maybe in preparation for a narration of Borso’s appointment
as duke of Ferrara in the final books of the Borsias, which have never been
written. Then, emperor-to-be Frederick 111 passes through the city on his way
to Rome, where he is supposed to be crowned by the pope, and invests Borso
as duke of Modena and Reggio. The three visitors were probably grouped by
Strozzi to pay respect to all three fundaments of Este power: the pope as their
liege in Ferrara, the emperor as their liege in Modena and Reggio, and Pontano,
who visits Ferrara in diplomatic service for the king of Naples, representing the
city’s importance as a diplomatic player mediating between the larger powers

12 Strozzi, Borsias 1, 9—10. Unless indicated otherwise, all translations are my own.
13 Strozzi, Borsias V1,1-7, 565.
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in Italy.!* The emphasis on Pontano, in that nearly half of the extant epic is an
intradiegetic narration directed to him, may be understood, then, as stressing
the primacy of humanist cultural ambitions over petty politics — to be sure, the
Borsias’ Pontano uses his stay to visit the hinterland of the Po delta, where he
immediately encounters two nymphs, who tell him about a metamorphosis
being the aetiology of a bird common to the area.!>

The actual shape into which Strozzi casts his account of the Este origins res-
onates with the instability and uncertainty to which humanists had exposed
the traditional narratives of Trojan origins. As Walther Ludwig shows, in the
commentary alongside his excellent edition of the Borsias, the actual version
of the Trojan origin of the Este family is a more or less conventional one, as will
be made clear. The impression that the genealogical account in the form of an
interior narration might work just as well as a standalone epyllion-like work is
supported by the fact that it is this very portion of about three hundred verses
that Strozzi presented to Ercole d’Este as a sample of his poetry. Nonetheless,
what must interest us about it is its very careful imitation of the Aeneid, which
is all the more striking, the more its embedding makes it an epyllion-like inte-
rior narration resembling the Virgilian lliupersis in the second and third books
of the Aeneid. Strozzi makes the exposition of his account of the Trojans’ jour-
ney to France a veritable sound-alike of the Aeneid’s proem without ever citing
more than two words in a row:

Argolicis cum iam cecidissent Pergama flammis

Et profugi incerto diversa per aequora cursu
Classibus errarent Teucri, satus Hectore Francus
Tactatur vento Scythiae glacialis ad oras

Atque illic parvam, ut perhibent, sibi condidit urbem.

When Troy had already fallen to the fires of the Greeks, and the Trojans
were roaming various seas as fugitives with an uncertain route with their
fleets, Francus, son of Hector, driven by the wind, washed up on the
Scythian shore, and there he founded a small town, as they say.!

14  Strozzi, BorsiasV, 52—315 (Pius 11); v, 316361 (Frederick 111); v, 468—551 (Pontano’s arrival).

15  On this cf. Ludwig’s in-depth analysis in his commentary accompanying the edition of
the Borsias, 300—-307, and Peters C., “Founding Sisters. Nymphs and Aetiological Fiction
in Quattrocento Latin Poetry”, in Enenkel K. — Traninger A. (eds.), The Figure of the Nymph
in Early Modern Culture, Intersections. Interdisciplinary Studies in Early Modern Culture
54 (Leiden-Boston: 2018) 421-444.

16 Strozzi, Borsias V1, 246—250.
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as opposed to

Arma virumque cano, Troiae qui primus ab oris
Italiam fato profugus Lavinaque venit

Litora — multum ille et terris iactatus et alto

Vi superum, saevae memorem Iunonis ob iram,
Multa quoque et bello passus, dum conderet urbem
Inferretque deos Latio; genus unde Latinum
Albanique patres atque altae moenia Romae.!”

Arms and the man I sing, who first from the coasts of Troy, exiled by
fate, came to Italy and Lavine shores; much buffeted on sea and land
by violence from above, through cruel Juno’s unforgiving wrath, and
much enduring in war also, till he should build a city and bring his gods
to Latium; whence came the Latin race, the lords of Alba, and the lofty
walls of Rome (trans. Fairclough).

The reader will notice a shift of focus regarding the purpose of the Trojans’
odyssey: While there clearly is a purpose in what Aeneas and his fellow refu-
gees have to face, Francus’ journey seems to be intentionally blurred: Virgil has
his hero be fato profugus, and all the other Teucri (note the plural) are travelling
incerto cursu. The multitude of Trojan refugees may stand for the multitude of
conflicting or just neighbouring claims to Trojan ancestry — what Strozzi can
do is put the tale back where it belongs, that is: the epic tradition. A potential
lack of reliability in the medieval and supposed ancient sources, like Dares,
Dictys, and Fredegar, makes way for the primal literary dignity of the epic — the
genre from which not only the idea of a Trojan origin, but also its attractiveness
as a source of political prestige originated.

The account Strozzi has Castelli tell broadens the perspective of lineage.'®
It is conventional for the most part and provides the Este with a maximum
amount of noble kinship. Great historic and prehistoric personalities from
all three parts of the known world are inserted into their ancestry. The son
of Trojan Francus, Belfortes, settles in Gaul; a relative of his, prince Rugerus,
has a posthumous son of the same name, whom his mother, a Libyan princess
stemming from Alexander the Great, gives to Atlas, descendant of the mythi-
cal bearer of the sky axis, to have him educated. Atlas teaches him thoroughly,
but then at first refuses to let him go, knowing it'’s the Rugerus that later will

17 Virgil, Aeneid 1,1-7.
18 Strozzi, Borsias V1, 246—550.
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fight the Libyan peoples,!® that is, the Muslim Caliphate — as Strozzi’s read-
ers knew well from chivalric romance and the beginnings of Italian vernacular
epic, of which Ferrara was a foremost centre at the time. In this cornucopia of
genealogical attributions, Strozzi nonetheless never neglects to echo Virgilian
fatum; Atlas, for example, cannot hold Rugerus in Africa, just like Dido cannot
stop Aeneas,? and with a ‘Heldenschau’ in the moment of parting, confronts
Rugerus with his descendants.?!

Finally, the poem refers to the Este coat of arms with the white eagle as
core element, a symbol honouring the abducted Ganymede, thereby coming
full circle with the reason why Francus had to leave Troy in the first place.?
Although he mentions it, Strozzi falls conspicuously short of giving a similar
aetiology for the fleur-de-lis granted to the family by the French king in 1431.

When implementing the genealogy into the Borsias, the decision to make
it a part of Castelli’s narration to Pontano seems a natural one. Thus, Strozzi
could have alocal humanist present a local version of the Trojan origins of the

19  Strozzi, Borsias V1, 322—326: ‘Talem igitur pacis Rugerum finxerat Atlas / Artibus et, quo-
niam fatorum haud nescius illum / Noverat exitio Lybicis fore gentibus et, quas / Prisca
superstitio posuit mortalibus, aras / Eversurum olim, summis in rupibus arcem / Struxit,
ubi exigeret secura per ocia vitam, / Quo saltem miseris aliquam, si forte liceret, / Adderet
ipse moram tali conamine rebus’ (‘Into such a man Atlas had shaped Rugerus with the
arts of peace, and, since he, who could foresee the course of fate, knew that one day
Rugerus would be the African peoples’ doom and would overthrow the altars that the old
superstition had built for mortal men, built a fortress high up in the mountains, where his
pupil would lead a life of calm, so he could at least delay, if at all, the sad events a little
with such an undertaking’).

20  Strozzi, Borsias V1, 334—339: ‘Verum, ubi consilio fatorum infringere legem / Non datur
et magicae nequicquam innititur arti / Nec retinere valet precibus discedere certum / Et
maiora sequi pulchra pro laude parantem, / Tristior atque pio pueri commotus amore, /
Quo virtus et fata vocant, permittit abire’ (‘But, since deliberation is not allowed to break
the rule of fate, and he is neither willing to use magical powers nor able to stop him
by pleading, who is determined to leave and ready to pursue greater and more beautiful
things for glory, he all too sadly permits the boy, to whom he attached in pious love, to go
where virtue and fate call him’).

21 Strozzi, Borsias V1, 378—446.

22 Strozzi, Borsias V1, 539-545: ‘Forsitan et quaeras, magni Iovis unde ministram / Gens
ea portet avem, quae rostro armatur et uncis / Unguibus atque alas ingentes candida
pandit. / Hanc Phryges illato superis Ganymede ferebant; / Haec quoque magnanimis
gestanda nepotibus ipsi / Signa reliquerunt Troes, quibus aurea miscent / Lilia, cognatae
monumentum nobile gentis’ (‘You might also wonder where the Este kin got the bird
of Jupiter in their coat of arms from, armed with beak and hooked claws and, white in
colour, spreading its enormous wings. The Phrygians wore it, after Ganymede had been
carried away to the gods; and this coat of arms was also bequeathed by the Trojans them-
selves to their great descendants, to which they added golden lilies, as a noble monument
of their kinship’).
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medieval Franks and then have it recognized by another humanist from out-
side of Ferrara of high esteem and rank.23 Considering the specific qualities of
the epic discourse in a panegyric situation — namely to tie local or momentary
fragments of history to a universal backdrop of epic ‘Geschichtshermeneutik’ —
itdoes not seem beyond the realm of belief that Strozzi resorted to that very dis-
course in order to stabilize an ethnographic and genealogical tradition which
otherwise might not prevail over critical scrutiny by humanist antiquarianism.
As we will see, humanists around Pius 11, an important character in book v of
the Borsias, had put great scholarly effort into discrediting one genealogical
construction — namely the Trojan origin of the Turks — in the same medieval
source that provided the first and most important fundament for any con-
nection drawn between the Trojans’ escape from their blazing home and the
recent European peoples and kingdoms. If one could prove the medieval
sources wrong concerning one issue, why shouldn't this be the case with other
genealogical constructs?

While Strozzi more or less openly discards the idea that divinely sanc-
tioned fate is behind the Trojans’ westward journey, he still seems willing to
underline the possible facticity of a Trojan origin for his patron’s kin. To be
sure, there were Ferrarese traditions that tried to establish a direct link from
Troy to the Este, instead of the complicated one via the Franks.2* In the
late thirteenth century, a Milanese local chronicler by the name of Galvano
Fiamma etymologizes, in a somewhat clumsy aetiological hyperurbanism, a
Trojan noble named Marthus as being the eponymous founder of the so-called
Marchesana region.?>

Overall, it seems convincing that Strozzi wanted to assist his patron Ercole
in stressing a closer relation to the French, who were increasingly becom-
ing a power to be reckoned with in Northern Italy in the second half of the
Quattrocento. In addition, another reason might have been the dwindling
plausibility of the manifold local apocryphal Trojan forebears in the wake
of humanist philology. In that case, the amalgamation of a well-established

23 Therole of the humanist dialogue in verifying the Este origins should not be overempha-
sized; the topic forms only a tiny part of Castelli’s narration that extends over the last five,
out of ten, books of the Borsias.

24 See Ludwig’s introduction to the Borsias, 67—68.

25  The source is available in Muratori L.A. (ed.), Antichita Estensi ed Italiane, 2 vols.
(Modena, Stamperia Ducale: 1717-1740), vol. I (1717) 67: ‘Sextus Princeps Trojanus [...] qui
obsedit Mediolanum, dictus est Marthus, qui in quodam monticulo civitatem construxit,
quam ex suo nomine Marthum appellavit, quae toti Contratae nomen dedit, quae dicitur
Marthesana in praesentem diem’ (‘The sixth Trojan prince of Milan was called Marthus,
who, on some hill, founded a namesake city, which gave the name for the entire area,
which up to this day is called Marthesana’).
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literary tradition for content (French Francus legends) with one for form (epic
poetry) might have appeared more attractive for a tasteful and politically far-
sighted and informed court poet like Strozzi was. Therefore, Strozzi’s compo-
sitional choice to make Castelli tell the story about the origins of the Este not
only authorizes the obsolescing Trojan legend, but also objectifies and exter-
nalizes it as an item of humanist antiquarian discourse. Strozzi posits that a
conventional account of the Este’s Trojan roots is something humanists would
agree upon in learned yet casual environments. His reluctance to make good
on the proemial promise that he himself will tell of the exordia gentis may
thus result not merely from his obedience to the rule of epic poetry — never to
tell things in the ordo naturalis — but also from a wish to delegate some of the
scholarly responsibility implied in his narrative to a wider circle of experts.

3 Trojan Turks in the Humanist Latin Epic

It was the same humanist enthusiasm and diligence in rediscovering actual
or supposed antiquities that led to the demise of most of the claims to Trojan
ancestry. Probably not the starting point, but a major catalyst for this develop-
ment was the effort made by Pius 11 to denounce the idea of the Turci being de-
scendants of the phonetically similar Teucri, for which purpose he, when still
a cardinal, had the Greek Nicolaus Sagundinus find proof for a Scythian origin
of the Turks.?6 Humanism, with its historical concept of demise and rebirth
of the ideal classical culture, had to create friction with those former notions
not only in that they based themselves on the presupposition of continuity —
translatio®” —but also on the grounds of a newfound individual dignity of
nations and cultures other than Rome.28 It should be stressed, though, that for

26  The letter with Sagundinus’ report is edited as an appendix to Pius’ Carmina, ed.
A. van Heck, Studi e Testi 364 (Vatican City: 1994) 217—225. See Gorich, “Troia” 133-134,
and Helmrath J,, “Pius II. und die Tiirken”, in Guthmiiller B. — Kithlmann W. (eds.),
Europa und die Tiirken in der Renaissance (Tiibingen: 2000) 79-138, here 87, who stress
that disregarding the impact or non-impact of Pius’ writings about the Turks in the po-
litical and military fields, their value as a source for the intellectual climate of the en-
counter between East and West is paramount. Cf. also Meserve M., “From Samarkand
to Scythia: Reinventions of Asia in Renaissance Geography and Political Thought’, in
Martels ZRWM. — Vanderjagt AlJ. (eds.), Pius II — ‘El Pitt Expeditivo Pontifice”: Selected
Studies on Aeneas Silvius Piccolomini (1405-1464), Brill's Studies in Intellectual History 117
(Leiden: 2003) 13—39, here 17-35.

27 Garber, “Trojaner” 145-154.

28  Garber, “Trojaner” 154-163.
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most of the early modern period, the scholarly effort to gain actual knowledge
about origins and history of the Turks was far from all-encompassing.??

4 How the West was Won - Fate, Vengeance, and Dynasty in
Gian Mario Filefo’s (1426-1480) ‘Amyris’

To contrast Strozzi’s relative nonchalance towards the Trojan forebears of the
d’Este, I'want to turn to an epic poet who very much embraces the idea of
an authoritative genealogical line and purpose behind the Trojans’ and their
descendants’ way through history, and exploits it to create a cultural middle
ground, at least in the form of a consistent poetic fiction. Gian Mario Filelfo’s
(1426-1480) Amyris,3° a work from the first half of the 1470s, deals with the
Turkish menace, which is a sort of cosmic microwave background in most
quattrocento Latin epics,3! in a very special kind of way, in its hero Sultan
Mehmed 11, conqueror of Constantinople, because the poem was, at least in
its original version, a contracted work for a businessman from Ancona, Lillo
Othman Ferducci, for whom reaffirming his ties with the Ottoman court was
of vital entrepreneurial import and who therefore in the early 1470s ordered a
Latin epic to dedicate to the sultan.3? Subject matters and panegyric context

29  Even when contacts and acquaintances grew and information about the host society of
tradesmen in the Levant became economically virulent, there were cases of ‘cultivated ig-
norance’ and ‘proactive [...] ignoring’, as Zwierlein C., “Coexistence and Ignorance: What
Europeans in the Levant did not read (ca. 1620-1750)", in Zwierlein C. (ed.), The Dark Side
of Knowledge: Histories of Ignorance, 1400 to 1800, Intersections. Interdisciplinary Studies
in Early Modern Culture 46 (Leiden — Boston: 2016) 225-265, here 256—257, shows.

30  Recent readings of the Amyris featuring biographical details on the author are
Bihrer A., “Der Feind als Held. Tiirkische Heroen in der italienischen Renaissance:
Gian Mario Filelfos Amyris im Kontext turkophiler Schriften des 15. Jahrhunderts”,
in Aurnhammer A. — Pfister M. (eds.), Heroen und Heroisierungen in der Renaissance,
Wolfenbiitteler Abhandlungen zur Renaissanceforschung 28 (Wiesbaden: =2013)
165-180, and Peters, Mythologie 392—433. Filelfo, whose biography is summari-
zed by Haye T, “Die Cosmias des Giovanni Mario Filelfo”, in Baker P. — Kaiser R. —
Priesterjahn M. — Helmrath J. (eds.), Portraying the Prince in the Renaissance: The Humanist
Depiction of Rulers in Historiographical and Biographical Texts, Transformationen der
Antike 44 (Berlin — Boston: 2016) 271286, here 271274, with further literature, suffered
heavy insults from twentieth-century philology for praising the sultan; cf. Belloni A.,
Il poema epico e mitologico, Storia dei Generi Letterari Italiani 8 (Milan: 1912) 107.

31 Conspicuous examples are Basinio da Parma’s Hesperis and Tito Strozzi's Borsias
(see below, Conclusion), cf. Peters, Mythologie 38—392.

32 Filelfo’s father already had, in a Greek letter from 1454, offered — next to what ransom he
could afford — especially his rhetorical skills for the praise of the sultan in exchange for
the freedom of his mother-in-law, Manfredina Chrysolorina, and two of her daughters,
who had been sold as slaves after the sack of Constantinople, cf. Filelfo, Epistolarum Libri
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apparently situate the poem in the flagrant discourse among humanists on
where to locate the origin of the Turks.33 What is more, the early 1470s had seen
a new rise of publicist interest (for the first time coinciding with the spread of
printing technology) in the events in the Greek east with the sack of Venetian
Euboea (Negroponte) in July 1470, which provoked a widespread response of
politically endorsed, printed lamenti and other poetry, Latin and vernacular,

on the horrific events that marked a new milestone of what was perceived as

the Turks’ unstoppable march on the Latin West.3+

33

34

X11, 4, 7-9. See also Hankins J., “Renaissance Crusaders: Humanist Crusade Literature in
the Age of Mehmed II", Dumbarton Oaks Papers 49 (1995) 111-207, here 130.

See the most comprehensive bibliography on the topic in Helmrath, “Pius 11.”, n. 25.
Hankins, “Renaissance Crusaders” 135-144, gives a concise survey of the competing and
conflicting theories on the origo Turcarum; Meserve M., Empires of Islam in Renaissance
Historical Thought, Harvard Historical Studies 158 (Cambridge, MA — London: 2008)
22-64, treats the issue in more detail. In a recent study Déring K.D., Tiirkenkrieg und
Medienwandel im 15. Jahrhundert. Mit einem Katalog der europdischen Tiirkendrucke bis
1500, Historische Studien 503 (Husum: 2013) 173-176, while discussing the deep inter-
connection between political agitation and ethnographic expertise in the treatise by
Sagundinus and its intellectual context, shows that Sagundinus actually was a far-sighted
and profound expert on Turkish matters, the political usage of his knowledge notwith-
standing. Hofert A., Den Feind beschreiben. ‘Tiirkengefahr’ und europdisches Wissen iiber
das Osmanische Reich 1450-1600, Campus Historische Studien 35 (Frankfurt/Main: 2003)
170, 185-186, and 197, touches upon the origins of the Turkish-Trojan legend only superfi-
cially, without underpinning the political motives behind its disintegration or connecting
it to the work of Sagundinus. On the stance Greek intellectuals took towards the Turkish
issue in exile, cf. Schwoebel R., The Shadow of the Crescent: The Renaissance Image of the
Turk (1453-1517) (Nieuwkoop: 1967) 153-166. The political dimension of courtly art having
‘Turkish’ Trojans as a subject matter is analysed convincingly with regard to the visual
arts by Harper, who traces the flourishing and the decline of Trojans looking Turkish in
frescoes, tapestry, etc. during the fifteenth and sixteenth centuries; cf. Harper J., “Turks as
Trojans, Trojans as Turks: Visual Imagery of the Trojan War and the Politics of Cultural
Identity in Fifteenth-Century Europe’, in Kabir AJ. — Williams D. (eds.), Postcolonial
Approaches to the Middle Ages: Translating Cultures (Cambridge: 2005) 151-179, here 155—
170. Most striking is his example of the ‘Hall of Troy’ in Mantua, in which the iconographic
programme undergoes a shift to an unfavourable depiction of ‘Turkish’ Trojans in the
moment of the Gonzaga duke’s marriage to a Byzantine princess in exile. Schwoebel, The
Shadow 188-189, shows, by the example of the German pilgrim Felix Fabri, that a detailed
and affirmative account of the Ottomans’ Trojan origins would, from a Christian stand-
point, still not lead to the acknowledgement of their claim to Greece as a legitimate one.
See Meserve M., “News from Negroponte: Politics, Popular Opinion and Information
Exchange in the First Decade of the Italian Press’, Renaissance Quarterly 59, 2 (2006) 440—
480, especially 445, where Meserve emphasizes the humanist dominance in the discourse
on the events that is illustrated by the dominance of literary renderings of the events
instead of mere news bulletins. Meserve speaks in favour of the vernacular writings, when
she states that ‘the ballads embody a sort of organically grown urban discourse while
the highly artificial humanist Latin confections represent little more than the personal
ambitions of the men who composed them; cf. ibidem 461. A valuable observation is the
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The Amyris takes its starting point from one particularly controversial aspect
of this discourse that is exemplified vibrantly by the Turks’ most ardent adver-
sary in the West, Pius 11.3% Analyses of his speeches and writings have shown
the massive employment of classical political rhetoric by the pope in his ad-
vertisement of a new crusade.3% The aspects by which Pius tried to reprove the
Turks — most of which, as we shall see, Filelfo is eager to falsify — are following
various strategies of agitation. Next to denouncing the wrathful, voluptuous,
and unreliable character of the Turkish people as a whole and of Mehmed 11
as an individual,3” he employs primarily an argument based on ethnographi-
cal concepts — either using an innovation, by declaring the Turks descendants
of the Scythians,?® or by falsifying contemporary figurations of the Turks as
the rightful heirs to Troy. How virulent this latter idea was can be observed an
account of the Byzantine historian Kritoboulos of Imbros, who dedicated his
work to the conqueror of Constantinople. In a chapter of the fourth book, he
shows the sultan’s acts honouring the Trojan heroes in what he believed to be
the ruins of Troy, thereby imitating Alexander the Great in his envy of both

fact that the new technology was endorsed for the spread of poetically processed news
by ambitious humanists, who tried to appeal to future patrons, but hardly ever by leading
intellectuals of the day to further actual political agitation; cf. ibidem 467—469.

35 In that the aspects in which Pius tries to denounce the sultan betray what the pope’s
contemporaries might have considered acceptable or approvable concerning the Turkish
monarch and his military ambitions, cf. Helmrath, “Pius I1.” 114-115.

36  Helmrath, “Pius II.” 92—98; Hankins, “Renaissance Crusaders” 115-135; Schmugge L., Die
Kreuzziige aus der Sicht humanistischer Geschichtsschreiber, Vortréige der Aeneas-Silvius-
Stiftung an der Universitit Basel 21 (Basel: 1987), and Schmugge L., “Deus lo vult? Zu
den Wandlungen der Kreuzzugsidee im Mittelalter”, in Schreiner K. — Miiller-Luckner E.
(eds.), Heilige Kriege. Religiose Begriindung militdrischer Gewaltanwendung: Judentum,
Christentum und Islam im Vergleich, Schriften des Historischen Kollegs 78 (Munich: 2008)
93-108, here 104-106. As for the epic fashioning of the ideal Western leader for a cam-
paign or crusade, see Schaffenrath F., “Riccardo Bartolinis Austrias (1516) oder: Wie ein
Herrscher zum Feldherrn gegen die Tiirken wird”, in Baker P. — Kaiser R. — Priesterjahn M.
— Helmrath ]. (eds.), Portraying the Prince in the Renaissance: The Humanist Depiction
of Rulers in Historiographical and Biographical Texts, Transformationen der Antike 44
(Berlin — Boston: 2016) 193—213, who analyses how Riccardo Bartolini’s Austrias shapes an
image of Emperor Maximilian 1 as the obvious leader of the Turkish war.

37  Helmrath, “Pius 11.” 104-106 and 111-114.

38  An idea that, of course, permeated into poetry as well; cf. e.g. Marsi Paolo, De crudeli
Eurapontinae urbis excidio sacrosanctae religionis christianae lamentatio ([Rome, Silius
Italicus: ca. 1471]), an early printed work appearing shortly after the sack of Negroponte
and offering an epicized eyewitness account of the events; it speaks of a ‘Caucasian army’,
‘swarming in from the frozen plains’ (‘Caucaseum gelidis agmenque irrupit ab arvis), fol. 1
v), and later on explicitly calls the Turks a Scythica gens (fol. 7 v). On the Lamentatio, see
Meserve, “News” 459—460.
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the ancient heroes’ deeds and their luck to have had a poet to celebrate them,
to then declare the sultan’s conquests of Byzantine territories as acts of ven-
geance for the Trojan War:

Kai dguduevos &g 10 "Thtov xatededto td e €peimia TodTou xat td iy Tig
moAatds moAews Tpolag xat 0 uéyedog xal ™y Béawy xal v dMYV Tijg xwpag
gmrtydetdtyta xal g Exerto yNg xal Bouddaang &v Emxaipw, TpoTeTt 8¢ xal Twv
Npwwv Todg TAQoug laTdpel, AxtMéws TE gy xat AlavTtog xal Tév dMwv, xal
Emyvede xal EQaxdpIoe TOUTOUS THG TE PWYG xal TAV Epywv xal 6Tt ETuyov
gmawvétov ‘Opnpov Tob mowtod: 6T AEyeTal xal HIXPOV TUYXIVITOG THV XE-
QoA elmely: “Eué TG moAEws TaUTYS xal T@V adTHG ol Tépwv v TogolTolg
TePLOdolg TV ExduenTy ETapiedeTo 6 Dedg” ExElpwaduny Yap TOVG TOUTWY
&xBpolg xal Tag TOAELS auTAV Emdpbnoa xal Muadv Agiov Ta ToUTWV TETOI-
npat. "ENwves yap foav ol Moaxedéveg xatl Oettatol xai [Tehomovwatot of
TV TdAaL TopdYoavTeS, @V of dméyovol Togobtols &g Dotepov meptédolg
gviautdv vOv gpol v Sixny dnétioay did Te THY TOTE &G ToLS ATtovodg NuAS
xal TOMAXLS Yevopéwy € Uatepov HBpwv adTév”.

And when he came to Ilion, he beheld its ruins and the traces of the old
city of Troy for a long time, its size and its position, the general amenity
of the landscape and the advantages of the site towards both the land
and the sea. What is more, he went to the graves of the heroes, that is: the
ones of Achilles and Ajax and the others, and praised them, calling them
blessed both thanks to their fame and because they had found the singer
of their praise in Homer. Gently moving his head, he is said to have uttered:
‘God spared me for all those years, so I could become the avenger of this
city and its inhabitants. I have subdued its enemies, destroyed their cities
and turned their possessions into a “Mysians’ prey”. For it was the Greeks,
Macedonians, Thessalians and Peloponnesians, who once razed this city to
the ground, whose descendants now, after so many years, have paid to me
for their hybris against us Asians back then and on many later occasions’3?

Thus, the Sultan’s expedition to what he considered the ruins of Troy was an
anecdote from recent history, the circulation of which Mehmed approved of.
What his historian Kritoboulos has him declare on-site provides him with
double authorization as a ruler and a commander-in-chief. Visiting the me-
morial site of the Trojan and Greek heroes places Mehmed in a long tradition

39 Kritoboulos of Imbros, Historiae, ed. D.R. Reinsch, Corpus Fontium Historiae Byzantinae
22 (Berlin — New York:1983) 1v, 11, 5.



30 PETERS

that includes Caesar, and even Alexander. However, Mehmed surpasses both
of these ancient rulers by understanding an age-old call to arms emanating
from the Trojan graves that is addressed to him in particular. More than merely
imitating and emulating heroic virtues of old, he accepts the historic mission
to take revenge for the injustice done to his ancestors. In the Latin West this
specific idea, which mostly hinged upon the etymology of Turci from Teucri,
was considered explosive enough that Pius 11 commissioned a rebuttal of this
theory by the Byzantine exile scholar Nicolaus Sagundinus. The epic echoes of
this controversy will be addressed again later.

Back to the Amyris: Tracing the Sultan’s conquests in the narrative of Filelfo’s
epic one by one would be tedious and exceed the scope of this paper — rather,
let us hear how the Sultan himself, in an apostrophe to the Greeks, summarizes
the gist of his mission:

Namgque Phryges nisi vos, Graeci, tot funera passos
Oppressissetis, regnumque a culmine totum
Corporaque ampla virum vinclis et carcere duro
Vestra manus traheret, nisi tanta incendia belli

Ex Helenes moechae vitio commissa fuissent,

Rex Mahomettus ea nunc vos non mente tulisset
In praeceps, nec vellet eis committere bellum

Cum quibus ulla foret non causa, nec ullus habendi
Adiectus stimulus.*?

Anything the Greeks are presently suffering is justified because of their fore-
fathers’ unjust war against the Trojans. Shadow is also cast on the morals of
Western moecha Helena, who out of petty desire draws her entire world
into war — especially if this passage is read against what the epic Mehmed
announces earlier, in book one, where he promises to avenge the violence
against the bravest of the Trojan virgins:

Namque litabo tuo cineri quandoque Pelasgos,
Ut nostra Aeacidae tam pulchra Polyxena quondam
Fertur amatori iniusta ratione litatata.

40  Filelfo Gian Mario, Amyris, ed. A Manetti (Bologna: 1978) 3, 566—574.: For had you, Greeks,
not overwhelmed the Phrygians, who suffered the deaths of so many, and had your hand
not drawn the valiant bodies of heroes from the height of rule in chains and captivity, had
there not been so many fires of war risen from the fault of the adulterous Helena, king
Mehmed wouldn't have brought about your downfall now with this in mind, and wouldn’t
want to wage war against those with whom he wouldn’t have any quarrel otherwise, and
no desire to conquer whatsoever'.
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I will appease your ashes by sacrificing the Greeks one day, like they say
our fair Polyxena once was offered in a nefarious manner to make atone-
ment for Achilles who had loved her.#!

Gian Mario Filelfo’s poetical wit resorted to de- and re-contextualizing these
acts of political symbolism into the genre whence it originally came. I want
to illustrate this with two more examples. First, he uses his domain as an epic
poet as an instrument to create new mythic-historical fiction: He inserts a
new element into the family tree from which all pretensions to a Trojan an-
cestry by European rulers had sprung, that of King Priam. But instead of in-
venting just another hitherto unknown son or grandson of Priam or Hector,
he speaks of a certain Othman as quartus proavus of Erichthonius, who would,
depending on how one reckons, at least be a grandfather of the eponymous
Teucer, whose namesake people and their family ties with the Turci were so
heavily contested:

[...] Othman nam maximus ille

Quartus Ericthonio proavus fuit; ille relatus
Chaldaeo quandoque solo, bellisque fugatus
Persarum strepitu, Phrygiam superaverat oram,
Et Lyciam, Mysasque truces.

For that great Othman was the fourth great-grandfather of Erichthonius;
one day, carried to Chaldean soil, and chased away by the Persians’ sabre-
rattling, he conquered the Phrygian shore, Lycia and the savage Mysians.*?

With this fiction, a very peculiar variety of what Karl Enenkel calls a
‘Stammbaumimplantat’ in the case of the sixth Panegyricus Latinus,*® Filelfo
not only constructs a foundation for depicting Mehmed’s conquests as a right-
ful act of retribution, but might also be alluding to the self-fashioning of the
Christian adversary, Pius 11, as an alter Aeneas, who by calling together Europe’s
powers for a new crusade, would found Rome and Western civilization once
again. Filelfo develops a similar link between prehistoric past and present:
Osman 1, depending on the semantics of proavus possibly also highlighted by
Filelfo as the quartus proavus of Mehmed 11, is shown as the one who reclaims

41 Filelfo, Amyris 1, 994—995. For the role of violence as a legitimate means to contain
(sacrilegious) violence in founding myths, see Kellner, Ursprung 146—147.

42 Filelfo, Amyris 1, 476—480.

43  Enenkel K, “Panegyrische Geschichtsmythologisierung und Propaganda. Zur
Interpretation des Panegyricus Latinus VI”, Hermes 128 (2000) 91-128, here 103.
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what has rightfully been his since the times of the prehistoric Othman. As the
founder of the Ottoman dynasty and conqueror of large parts of Asia Minor,
Osman lived up to his prehistoric ancestor and typological role model far
better than the Western Pius Aeneas. How so? Mehmed, in an elaborate and
lengthy Hercules in bivio —like scene, is tempted by Venus, who tries to talk him
out of waging war against the Christians, but he does heed the virtuous option
proposed by Bellona.** Thus, at the same time, the Romans are flawed by their
unwarlike goddess, whom the greatest of their generals had even claimed as
his ancestor.#5

Filelfo does not stop at justifying the Turks’ supposed campaign of ven-
geance using genealogical fiction: He also transfers the divine telos of the
Augustan model Aeneid to the conquests of his hero Mehmed. Right after the
beginning of the Amyris, the birth and infancy of the future ruler are treated,
and with them, the portents and prodigies that accompanied them.

Namque ubi liquisset nondum cunabula, visa
Flama fuit cinxisse caput; miratur alumna,
Ancillaeque instant flagrantem extinguere. Sed res,
Fatiferi ostensura viri memorabile signum,
Prosequitur commissa sibi, celsasque per aedis
Labitur, et Pursae complectitur amphitheatrum.
Concurrunt proceres, quaeruntque quid inclyta flamis
Regia tam diris urbsque undique tota cremetur.
Denique conspiciunt purum super aethera ferri
Hunc ignem, nec obesse urbi, nec gentibus ullis,
Nec domui regis. Portenta ea sola fuisse,

Ex quibus infantis Mahometti gloria cerni

Posset et egregium decus et virtutis imago;

Haud decernentes quae multa incendia dicat

44  Bihrer, “Der Feind” 174180, shows how Filelfo concentrates his angle of view on the
military excellence of the sultan to signpost which of his qualities not even Westerners
could question.

45 Filelfo, Amyris 1, 232—235: ‘At Caesar, cui tantus honos, quem progenitorem / Erexere tui,
nonne est quandoque remissus | Et Veneri ascriptus, quando est ea sola voluptas / Quae
generat terris quidquid laudatur in amplis?” (‘But Caesar, upon whom so much honour
was bestowed, and whom your people made their forebear, didn't he ease off from time
to time, and don't they ascribe him to Venus, since she is the only joy that creates any-
thing that receives praise in the wide world’). In addition, an allusion to the Judgement of
Paris may be intended in order to further augment Mehmed’s moral superiority. This can
be corroborated by intertextual reference to the account of the myth in Ovid’s Heroides;
cf. Peters, Mythologie 407.
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Ignis is illorum patriae, quos castra sequentur
Discordes animis, quamquam ampla laude beatos.
Certus Amorattim tunc nuncius ante parentem
Admonet, inde omnis populosque ducesque, quid instet
Sperandum Othmannis praeclaro sanguine cretis
Troados eximiae stirpis, quam Iupiter, alto

Prospiciens solio, tanto decoraret honore.*6

The reader sees baby Mehmed in his cradle, when suddenly a ring of fire en-
gulfs the future sultan’s head. The nurse and the maids at court are stricken
with awe and terror and try to extinguish the flames. They do not succeed, but
the flames turn out to be harmless and are then seen to spread out to the city of
Bursa, where the scene is set, embracing its ancient amphitheatre. The court is
rushing together, trying to interpret the signs that eventually rise up to the sky.
Mehmed’s father, the ruling sultan Murad 11, feels reaffirmed about the great
expectations his son aroused within the Ottoman dynasty.

Now, what to make of this? At first glance, Filelfo is merely imitating the
fire prodigy seen on Ascanius’ head in the second book of the Aeneid, form-
ing part of the Illiupersis and marking the decision to leave Troy in search of a
new home in the West*” — as Claudian had already done in his panegyric on

46  Filelfo, Amyris 1,15—37: ‘For even before he had left his cradle, a flame was seen to encircle
his head; his nurse is astonished, the maids are rushing to extinguish the burning child.
Then an event granted to him takes place, revealing a memorable sign of how fateful
this man would be, and [the flame] soars through the high palace and hovers around the
amphitheatre of Bursa. The nobles run together and wonder if the famous palace and
with it the entire town were about be burnt down altogether. Finally, they see that fire
ascend into the clear sky, not harming the city or any of its inhabitants, or the royal house.
That this was only a foreboding sign, from which the future fame of young Mehmed was
to be seen, his outstanding honour and exemplary virtue; they do not understand, how-
ever, how much destruction this fire predicted for their homelands, whom, valiant, yet
estranged in their hearts, war would reach in the end. Then, a reliable messenger informs
first Murad, the father, then all the peoples and their leaders, what to hope for from the
Ottomans, born from the noble blood of great Trojan ancestry, onto whom Jupiter, look-
ing down from his high throne, bestows such honour'.

47  Virgil, Aeneid 11, 679-691: ‘Talia vociferans gemitu tectum omne replebat, / Cum subi-
tum dictuque oritur mirabile monstrum. / Namque manus inter maestorumque ora
parentum / Ecce levis summo de vertice visus Iuli / Fundere lumen apex, tactuque in-
noxia mollis / Lambere flamma comas et circum tempora pasci. / Nos pavidi trepidare
metu crinemque flagrantem / Excutere et sanctos restinguere fontibus ignis’ (‘So crying,
she filled all the house with moaning; when a sudden portent appears, wondrous to tell.
For between the hands and faces of his sad parents, from above the head of Iulus a light
tongue of flame was seen to shed a gleam and, harmless in its touch, lick his soft locks and
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the fourth consulship of Honorius.*® However, unlike the Virgilian model, the
city of Bursa is not burning and will not burn anytime soon. Instead, the poet
insinuates that another city will burn, i.e. Constantinople, and great misery
will come to that city’s inhabitants. Thus, Filelfos constructs a direct analogy
between Aeneas heeding the telos of fate in history towards the foundation of
the Roman Empire and Mehmed 11 heeding the telos towards completing the
foundation of the Ottoman Empire by conquering Constantinople. To corrobo-
rate this, we must turn to a small but crucial detail through which Filelfo is de-
liberately manipulating the historical facts. When in his text he speaks of Bursa
as the site of Mehmed’s birth and childhood, he seemingly errs, as the capital
and residence of the Ottomans had been Adrianople (Edirne) for a few years
after its conquest by Mehmed’s great-grandfather Murad 1 in 1362. Filelfo, who
was born in 1426 in Constantinople, had studied in the Byzantine capital from
1439 to 1441 and was connected to the Byzantine nobility via family ties, and he
would have been sufficiently informed to know in which direction, seen from
the Eastern Roman capital, its mortal enemy had been lurking for decades.
Now, what Filelfo achieves by messing with information about contemporary
politics is the ability to model Mehmed’s conquests even closer to the Aeneid.
This way, Mehmed’s campaign to fulfil heavenly sanctioned telos leads him
West, from Asia to Europe, like Aeneas. Had he started his career in the Amyris
from Adrianople, west of Constantinople and on European soil, this literary
device would have been far less effective. We do not need to stretch as far as
modern readings of the Aeneid, which trace the lure of Virgilian fatum urging
westwards expansion as far as the Old West frontier, Vietnam, or the moon,*°
to see that myth-laden topography held promise for a humanist poet: Perhaps
the most elaborate and ingenious panegyric epic poem of the Quattrocento,
Basinio Basini da Parma’s Hesperis, was concerned enough about seeing its

pasture round his temples. Trembling with alarm, we quickly shake out the blazing hair
and quench with water the holy fires’ — trans. Fairclough).

48 Claudian, ed. and trans. M. Platnauer, Loeb Classical Library 135-136, 2 vols. (Cambridge,
MA - London: 1922), Panegyric on the Fourth Consulship of Emperor Honorius 182—202.
Cf. very recently Ware C., Claudian and the Roman Epic Tradition (Cambridge: 2012)
90-97.

49  Waswo R., The Founding Legend of Western Civilization: From Virgil to Vietnam (Hanover,
NH: 1997). For criticism of the East/West-dualism in the Aeneid, see Reed ].D., Virgil’s
Gaze: Nation and Poetry in the Aeneid’ (Princeton — Oxford: 2007) 3—7. There is a recent as-
sessment of the ideological implications of spatial absorption via escape and foundation
(in the Aeneid) or imperial conquest (in Petrarch’s Afiica) in Huss B. — Koénig G. —
Winkler A., Chronotopik und Ideologie im Epos, GRM-Beiheft 76 (Heidelberg: 2016) 64—95
and 123-166. For medieval notions on this transition from East to West, see Kellner,
Ursprung 134.
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hero, Sigismondo Malatesta, move west, despite actually facing an enemy from
the west, i.e. Aragonese Spain, that it made him embark on a fictitious journey
to the Isle of the Blessed.5°

Even while tampering with political geography on purpose, Filelfo still
uses his profound knowledge of humanist philology and antiquarianism: The
fire prodigy is not only recognized by the court and people of Bursa and the
Ottoman Empire as a sign of future victory for their ‘Trojan kin’ (Troados stirps),
but also Jupiter is verified as its author. He can cast his benevolent gaze upon
the city quite comfortably from his ‘high throne’ (alto prospiciens solio), since
Bursa is situated beneath the slopes of the Uludag, a mountain range, known
to antiquity as the Ofympus of Bithynia, as Filelfo could know from Strabon or
Pliny, both Major and Minor.5!

Thus, Filelfo has the Turks and Mehmed 11 equipped with a full-blown
Virgilian telos, and all the birthrights deriving from it, to face the European
adversaries as equals, while sweeping the Greeks away; plus, he provides
an additional notion of primacy by not having in their ancestry the blood-
line of Venus, whom the poem denounces as an obstacle to virtue and glory.
Therefore, within the epic coordinates of the Amyris, Mehmed is fully justified
when he announces exactly what humanist discourse suspected his motiva-
tion to be. Gian Mario Filelfo’s reworking of the Turkish aggression as an act of
retribution for the former crimes of the Greeks is probably the most elaborate
and in many respects the most subtle version of a very common motif em-
ployed by humanist poets and writers. Earlier poetic treatments of the sack of
Constantinople feature depictions of the sexualized violence inflicted upon
the women in the conquered city, most prominently in Ubertino Pusculo’s
eyewitness epic account Constantinopolis:

Femineis resonant ululatibus omnia tecta,
Diripiuntque domos Teucri, sacrataque templa,
Thesauros rapiunt veteres; puerique puellae

Et matres, pulchraeque nurus in castra trahuntur,
Captivique viri.

Every home resounds with the cries of women, and the Trojans loot the
houses and the sacred temples, they rob them of their ancient treasures;

50  Cf Peters, Mythologie 202—213.
51 Strobel K., “Prusa, Prusa ad Olympum’, in Der Neue Pauly, 15 vols. (Stuttgart, Metzler:
1996-2002), vol. X (2001) 490—491.
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boys and girls alike, mothers and fair maidens are drawn to the encamp-
ment, as well as the men in captivity.52

Elsewhere, Pusculo takes the Janissary corps, an Ottoman elite troop made up
of Christians who had been abducted as children and forced to convert, as evi-
dence that the Sultan’s sexual transgressions do not refrain from boys. Filippo
da Rimini, the Venetian chancellor of the isle of Corfu, tells how the Sultan
himself ceremonially raped a daughter from the imperial family in the Hagia
Sophia as an act of retribution for the rape of Cassandra in the Trojan War.53
Filelfo counters this strategy of Western humanists to discredit the Ottomans
on the grounds of their supposed moral, and particularly sexual, depravity by
underlining that it had been the Greeks who threw the first rock ages ago.

5 How the East was Lost — Trojan Retribution from a Christian Point
of View

Beyond these generic insults against a conqueror deemed barbaric, however,
Filelfo is by far not the only one to make an epic figure out of Mehmed 11 in the
model of a vengeful Trojan heir. Either aspect — a supposed Trojan ancestry of
the Turks or their conquests as retribution for the sack of Troy — plays a role in
other contemporary epic poetry as well, so Filelfo may be understood as a chal-
lenge to their assumptions regarding Greek guilt and Trojan vengeance. The
Turks’ vengeance for the suffering of their Trojan ancestors also is palpable,
albeit more subtly, in Ubertino Pusculo’s epic, when it tells of Mehmed’s west-
ward campaign:

52 Pusculo Ubertino, Constantionopoleos libri IV, ed. A. Ellissen, in A. Ellissen (ed.),
Analekten der mittel — und neugriechischen Literatur, 5 vols. (Leipzig: 1855-1862), vol. 111, 1
(1857), appendix, 4, 1056—-1060. Depictions of sexual violence against Greek women persist
in anti-Turk poetry, e.g. on the sack of Negroponte in 1470, cf. Paolo Marsi’s Lamentatio
Christianae Religionis fol. 7 r: ‘Virgineus nudatur honos, omnemque per urbem / Traxerunt
nudas barbara mo[n]stra nurus’ (‘Stripped of all cover is the virgins’ chastity, and the bar-
barian monsters drag the naked girls all through the city’).

53  Meserve, Empires 37. Francesco Filelfo, in a long letter from 1464 offering — probably un-
solicited — strategic advice to the Venetian doge Cristoforo Moro on the Republic’s steps
against the Turks, at times turns into a veritable rant against Mehmed'’s character, and
depicts in detail the sumptuous infrastructure the sultan purportedly maintained for
the fulfilment of his rapacious sexual desires, with satellites scouting for and adminis-
tering the boys and girls for the sultan to rape; cf. Filelfo Francesco, Epistolarum libri,
ed. J. de Keyser, 4 vols. (Alessandria: 2015) XXI, 1, 184—203.
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[...] Mycenas,
Regis Troianum qui regnum evertit Atridae
Sedem olim primam, tunc Phryx obsederat, altis
Montibus, et fortem, generosamque aere, Corinthum.>*

Florentinus Liquenaius, a jurisprudent from Tours who did not leave any other
mark on fifteenth-century Latin literary history, composed a short work by the
name of De Constantinopolitana destructione sive De Troianorum in Grecos ul-
tione, which already in its title lays bare Liquenaius’ adoption of the idea of a
Turkish vengeance for the sack of Troy. The work was written in the late 1450s
and is preserved in two early prints.55 It treats the last stand of the Byzantine
in the battle for Constantinople and the Turks’ ultimate victory with a spe-
cial emphasis on the cruelty and the war crimes committed by the Ottoman
conquerors, to end in a passionate appeal to the Greeks to reclaim their lost
territories with Western aid. For our topic, we shall focus on the divine consul-
tations at the beginning of the narrative. They imitate the prophecy Jupiter re-
assures Venus with in the first book of the Aeneid and tie the latter’s sorrowful
plea to the political realities of the 1450s. Venus, whose miserable appearance
adopts elements of the depiction of the personified Roma in Claudian’s Bellum
Gildonicum,>® addresses Jupiter, urges him to take a stand and offer help. She
recalls the destruction of Troy, the dispersion of the survivors and, most of all,
the revenge Jupiter had promised her as the patron of the Trojans.

Summe Pater, qui fata regis, qui tela gigantum
Fulmine delesti, tua vana potentia visque?
Oblitusne mei es? Memoras Danaumne ruinis
Immeritis quae passa fui? [...]

Tu quoque Troiugenum fatorum archana repandens
Ossibus ex nostris ultorem sepe futurum

Pollicitus; steteratque mihi solamen id unum.

Que tua mens? Nunquam Troianos ultus acerbe
Martia cum Grecis furibundus bella parabis,

54  Pusculo, Constantinopolis 11, 81-84: ‘The Phrygian first conquered Mycenae, once resi-
dence of the king from the house of Atreus, who overthrew the Trojan realm, then Corinth,
strong with mountains high and ennobled by its richness in bronze’; for Pusculo’s anti-
Greek bias, cf. Hankins, “Renaissance Crusaders” 143.

55  Liquenaius Florentinus, De Destructione Constantinopolitana (Paris, Antoine Denidel: ca.
1500). What little is known about the author and the early prints in which the work ap-
pearedis collected in Gesamtkatalog der Wiegendrucke, vol. vi11 (1978) nos.10045 and 10046.

56  Claudian, Bellum Gildonicum 17-127.



38 PETERS

Et, tua bellorum cui summa potentia, Mars, est?
Hectoris indomiti velox ulciscere funus.

Aspera gens bello viget, et validissimus oris
Morbezanus in his dominatur corde feroci.

Eya age, bella ciant sine Iuppiter optime divum!

Highest father, have you, who rules fate, who smote the giants’ weapons
with a thunderbolt, forgotten about me? Has your power and your might
come to naught? Don’t you remember what I suffered by the destruction
wroughtupon the Greeks undeservingly?[...] You, as well, promised, when
revealing the secrets of the Trojans’ fate to me, that there would be many
an avenger from our bones, and only that gave me comfort. Now what do
you have in mind? Will you never furiously wage war against the Greeks,
avenging the Trojans, or you, Mars, to whom is given the supreme com-
mand over warfare? Make haste and avenge the death of untameable
Hector! A violent tribe is strong in war, and Morbezanus, the strongest of
all, rules over their lands with a wild heart. Now then, Jupiter, greatest of
the gods, permit them to unleash war!>”

One may note the allusion to Dido’s words shortly before her suicide in the
fourth book of the Aeneid, linking her thirst for revenge as a patron of Troy
with the trail of destruction among other civilizations Aeneas’ sense of duty
towards the fata left behind, leading to the escalation of divine sentiments
in the Aeneid.5® While the Punic Wars avenge Dido’s bleeding, the conquest
of Constantinople requites the injustice committed by the Achaeans of old.
However, the diachronic tension between the event that justified retribution
and the retribution itself is stronger here than in the Virgilian model, as the
distance between the two is much greater: The sack of Troy happened at least
quite some time before Dido’s suicide, while the Punic Wars are substantially
earlier than the recent events in the Byzantine Empire — one teleology encap-
sulates the other. Unlike the Aeneid, Liquenaius’ poem lets Mars intervene
with a speech. He taunts Jupiter by implying that he may have lost his control

57 Liquenaius, De destructione, fol. 2v. ‘Morbezanus’ is a pseudonym for Mehmed 11, by
whose name several spurious letters to the pope circulated in the aftermath of the sack of
Constantinople. Meserve, Empires 34—44, traces the Morbezanus literature. She also deals
briefly with the poem by Liquenaius, cf. ibidem 40—41.

58  Virgil, Aeneid 1v, 625-627: ‘Exoriare aliquis nostris ex ossibus ultor / Qui face Dardanios
ferroque sequare colonos, / Nunc, olim, quocumque dabunt se tempore vires’ (‘Arise from
my ashes, unknown avenger, to harass the Trojan settlers with fire and sword — today,
hereafter, whenever strength be ours!” — trans. Fairclough).
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over fate, and then insists that the sack of Constantinople shall quench the
Turkish-Trojan thirst for vengeance.

Conditor eterne rerum, nunquam patietur
Troia suos bellis ulcisci filia natos?

Num tua fata regis? Et Grecos nonne potestur
Armisonis Troie Teucro subvolvere telis?

En manus armipotens et Morbezanus Achivos
Odit. Diruere vice versa desine Grecos.
Constantina ruat Troie pensando ruinam.
Edicas igitur bellum, ne semper inulta

Troia suum fleat occasum.

Eternal founder of all, will our daughter Troy tolerate never avenging
her sons in war? Do you even rule fate? Won't Teucer be able to subdue
the Greeks under the clashing arms of Troy? Look, a powerful army and
Morbezanus himself hate the Achaeans. Stop scattering the Greeks in
their turn. The city of Constantine shall fall and atone for the ruin of
Troy. Therefore, declare war, so that Troy will not bewail its downfall
ever forth.5®

This redundant involvement of the god of war makes, if nothing else, the ensu-
ing order by Jupiter more affirmative of the Trojans’ claim. Jupiter’s mind is al-
ready made up, and he grants his children their wishes and thereby ensures the
fulfilment of fate in history. Full atonement will be achieved only by the total
submission of Greece under Turkish rule. Liquenaius’ ultio Turcorum suggests
a continuous thread of Fate overarching the gap between the heroic age and
contemporary history, a thread that sees fulfilment no sooner than the author’s
own time or even later. Hence the vengeful Turks strike Greece robore memori;
and in Liquenaius’ work as well as in the Aeneid’s proem, Juno’s ira memor is
the reason for the Trojan refugees’ suffering, memor occupying the same slot in
both lines, respectively.

Desine gnate meas vires incendere probris.
Novi Troianos consumere posse Pelasgos
Ulcisci Partumque suum Troiam potuisse
Hectora sed fati series immobilis arctat
Eventus rerum. Sunt expectanda diebus

59  Liquenaius, De destructione, fols. 2v—3r.
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Tempora, quis victis Turcus dominabit Argis
Omnibus, et sacri populabitur atria ligni.

Fraudis Ulixee Troiam ulciscetur Achivos

Robore contundens memori, sparsosque per arva
Destruet Argolicos furiato Marte quirites.

Hoc ego iandudum conceptum mente revolvi:
Clara deum proles, tua te manet ultio digna.
Quid mea, nate, tuis sic verbis fata lacessis?

Son, stop fanning the flames of my power with your insults. T know that the
Trojans are able to consume the Greeks and the Troy could have avenged
its son Hector, but the unalterable course of fate narrows down the out-
come of things. We will have to expect a time in which the Turk rules over
all the Greeks, and will devastate the palaces of the True Cross. He will
avenge Troy for the cunning of Ulysses, smiting the Achaeans with un-
forgiving strength, and annihilate the Argolians, scattered through their
lands, with furious war. I have been going over this plan for a long time
now: Illustrious offspring of the gods, you will have your rightful ven-
geance. So why do you, son, taunt with your speech the fate I control?6°

The Amyris, when read against the backdrop of these poems, offers a positive
interpretation of Mehmed’s intentions, or at least it does not make them ap-
pear severely delusional. He is neither a wrathful savage nor in league with
Satan. Rather, he makes a perfectly reasonable decision in front of a mythic-
historical backdrop that had already benignly seen his Western opponents
(or: relatives?) rise to glory. In the Amyris’ logic, the descendants of Troy can-
not deny one of their own the right to walk in their footsteps. There is, however,
another reason this mythic-historical approach is more attractive. It dispends
the author from the duty of depicting the Turkish march on Europe as a ‘clash
of religions’.6! While earlier epic or epicizing appeals to the Europeans,52 not
least those made by Pius 11,53 urged them to unite against Mehmed in the role

60 Liquenaius, De destructione, fol. 3r—3v.

61 Note the valuable and cautious assessment in Gehrke, “Was heift” 25, that the ‘clash of
civilizations’, as formulated by Samuel Huntington, has only a limited validity for matters
of the Turkish issue in the early modern period.

62  An early but already very elaborate poetic intervention is the verse epistle Leonardo Dati
sent to Pope Nicholas v, In Thurcum Mahomet, which is edited in Hankins, “Renaissance
Crusaders” 169-176, and analysed in Peters, Mythologie 433—438.

63  There is also a poetic branch of Pius’ tireless efforts of advertising a new crusade, namely
two longer pieces in his Carmina. The first one strictly rejects the idea of a Trojan ancestry



CLAIMING AND CONTESTING TROJAN ANCESTRY 41

of Satan’s accomplice or disciple, the continuous defeats of the Europeans
would ask of the epic poet to show Christianity losing to Satan over and over
again. The urgency of a concerted European response to the Turkish threat
notwithstanding, this type of didactic-protreptic tough love would have struck
a fifteenth-century reader not only as unpleasant, but as downright un-epic.
This is not the case when showing Sultan Mehmed calling in debts from the

times before Christian revelation was even an issue. To be sure, Filelfo explic-

itly states that the whole conflict is not about religion:

64

Nam locus hic fidei non est reserare volumen,
Scindere nec lites sectarum.

For this is not the right place to open the book on belief, nor to tackle the
quarrels of religious factions.6*

of the Turks. Instead, it endorses the notion of a Scythian origin of the Ottomans, cf. the
poem in Piccolomini Enea Silvio, Carmina, ed. A. van Heck, Studi e Testi 364 (Vatican:
1994) 101, 1-12: ‘Non hoc Dardanidum genus est nec sanguine Teucro / Ducit avos:
Scythica est tetraque barbaries’ (‘They are not a Dardanian people, nor have they forefa-
thers of Trojan blood: They are a ghastly barbarian tribe from Scythia’). When he makes
the strong opposition against upgrading the Turks to Trojans a prominent point of his
poem and states — seemingly uncalled for — who they do not descend from, Pius illus-
trates how common this ethnographic attribution was at the time and how dangerous it
was considered to be by its chief antagonist. Cf. the short note on Pius’ anti-Turk poems
in Helmrath, “Pius I1.” 98. Mark also that, despite his fierce opposition to the etymology
in question, earlier on in his career Pius had used the name Teucri for the Turks without
any further reflection or hesitancy, as his epitaph for Cardinal Giuliano Cesarini, who had
perished in the battle of Varna in 1444, lays bare; cf. Pius 11, Carmina 128, 5-6.

Filelfo, Amyris 1, 46—47. Some years earlier, his father Francesco Filelfo, with whom he
seems not to have corresponded about their respective epic projects, had urged Venetian
doge Cristoforo Moro to eradicate the Mahumetanorum secta altogether. Tellingly, in the
few instances when Christianity prevailed against a Turkish campaign, the Christian co-
louring of poetry kicks back in — like in the case of the Triumphus Hydruntinus, a short
epic from 1482 celebrating the liberation of Otranto one year before; cf. Probo da Sulmona
Marco, Triumphus Hydruntinus, ed. M. Pisani Massarmomile (Naples: 1979). In this text,
the pagan gods and heroes in Greece literally pack their bags and flee westwards to those
better equipped to protect them, while the bastions of real Christendom, like Rhodes,
withstand the Turkish storm, probably also because not only did they do away with pa-
ganism, but they also did not give in to the schismatic aberrations of the Eastern church;
cf. Peters, Mythologie 438—448. The sieges of Rhodes and Otranto were met with pub-
licist interest in the early printing business as well; cf. Meserve, “News” 444—445. Both
for success and setbacks in the Turkish war, very similar aspects and strategies could be
poetically employed. Schindler C., “Barbarico tingi sanguine vidit aquas. Die Schlacht von
Lepanto in der neulateinischen Dichtung’, in Focking M. — Schindler C. (eds.), Der Krieg
hat kein Loch. Friedenssehnsucht und Kriegsapologie in der Friihen Neuzeit, GRM-Beiheft
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Despite Filelfo’s resourcefulness, this eccentric nuance of humanist approach
to the Turkish issue also excludes the Turks from Europe, in that it renders
them driven by the belated strive to avenge primordial injustice, thus making
them incompatible with present. Whether the Amyris failed due to its philo-
Turk stance or not,%? it is an obvious failure when measured against its fore-
most intention, which was to be a stepping stone for the career of one of the
most prolific humanist poets of the fifteenth century — a career which refused
to kick into gear for most of his life. It is, however, a fascinating document of a
humanist poet turning humanist philology and antiquarianism against them-
selves to shape a past that his addressee could endorse and that his addressee’s
enemies would not be able to debunk.

6 Conclusion

By epic means, Filelfo stresses primacy for the most unlikely contestant in a
competition that put its candidates — think of Strozzi’s profugi and their incer-
tus cursus — at risk of becoming the stray dogs of history.66 The Turkish-Trojan
link may, then, also be vital in understanding Tito Strozzi’s peculiar treatment
of the Este genealogy, if we observe it once again under the issue of what'’s
in a name: Strozzi conspicuously avoids calling the Turks anything other than
Getae when in the first book the very raison détre of the eponymous Borso
d’Este is discussed by the Olympian gods, who then decide to cause his birth,
in order to show mankind a perfect human being, so they will put down their
arms and gather for the liberation of the Greek East, so it won't go down in
flames again like Troy once had.5” So, there is fate at work in the events of

65 (Heidelberg: 2014) 114-140, shows how Latin epic poems on the Battle of Lepanto 1571
aimed to both praise the moral and military qualities of the victorious leaders and to
exhort Christendom — newly split into confessional groups — to unite against a common
enemy that could well be understood as a divine scourge for either heresy or the corrup-
tion of the church.

65  Bihrer, “Der Feind” 167-169; Helmrath, “Pius I1.” 111; Hankins, “Renaissance Crusaders” 130.

66  Slightly odd is the fact that there are no lasting attempts, among the many conceits of
Trojan origin claiming to predate one another, to make something out of the Penates’
mandate to Aeneas to bring them back to their and the Trojan ancestors’ actual former
home in Italy (Virgil, Aeneid 111,153-168). On this cf. Tanner, Last Descendant 12f.

67  Strozzi, Borsias I, 197—200: ‘Imperium Europae manus invasura Getarum / Argolica iam
nunc speret de gente triumphos. / Invisas testor Lethaei gurgitis undas, / Me Troiae ex-
cidium graviter Priamique tulisse’ (‘By now, the hordes of the Gets, about to invade the
realm of Europe, may very well already hope for victory over the Greek people. By the odi-
ous waves of the Lethean stream, I swear that I did not take lightly the fall of Troy and king
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the Borsias; it even partially accounts for the very existence of its namesake
hero, but Strozzi cannot (and does not need to) rely on it as an authorizing link
across the ages between his hero and epic antiquity, while it is vital for Filelfo’s
work to establish fate as a category apart from politics or ethnographic scholar-
ship, in order to make its protagonist a plausible hero.

Poets had access to a variety of both pasts and patterns of adopting and
endorsing one of them. Tito Strozzi conservatively maintains a poetically plau-
sible and intellectually acceptable version of the European nobility’s common
past and heritage, with just the right mixture of distancing and authorization.
Filelfo, on the other hand, makes up for in resourcefulness what he may have
lacked in sense of style and decency: He actually stages the mortal enemy of
Western Christendom as aruler on the quest foran appropriate past. For the sake
of this, he appropriates the means of attaching oneself to whatever past appears
the most suitable and prestigious he might have observed with his opponents
in the Latin West, thereby subverting the humanist monopoly on scholarly
appropriation of any given past by means of poetic fiction.
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CHAPTER 2

Architecture, Poetry and Law: The Amphitheatre
of Capua and the New Works Sponsored by the
Local Elite

Bianca de Divitiis

Despite the spoliations which affected it over the centuries, for two thousand
years the colossal amphitheatre of Santa Maria Maggiore Capua Vetere has
dominated the surrounding landscape, testifying to the glory of the ancient
Roman city of Capua [Figs. 2.1-2.2].! Second in size only to the Colosseum in
Rome, the Capuan amphitheatre, also known as the “Anfiteatro Campano”,
still preserves its monumental arena and wide underground structures. Two
adjoining arches of the lower order and part of an arch of the second one in
the east sector remain to remind us of the external double portico which sur-
rounded the cavea. Built with regular blocks of local limestone, the portico was
originally formed of three stories of arcades in the Tuscan order and an upper
level adorned with statues. The portraits of Diana and Juno which adorn the
two keystones of the arches at ground level survive as remnants of the extraor-
dinary iconographic scheme which consisted of eighty half-busts of divinities
which originally decorated the first level of the arcades, the most distinctive
feature of the Capuan amphitheatre.

Early modern sources tell us that what we still see today was more or less
the state of the amphitheatre in the fifteenth and sixteenth centuries, when
the monument became the most important ruin embodying the antiquity
of the city.

In this essay I will demonstrate how, in this period, in the context of a new
and general antiquarian interest in the history and in the monuments of an-
cient Capua, the amphitheatre became the central element in a strategy of
urban identity carefully devised by the local elite of the new Capua, which had
the same name as the ancient city, but had been built a few kilometres away. By
sponsoring the creation of new allantica works of art and architecture which
explicitly redeployed its spolia as well as new literary works in praise of its vast

1 For the amphitheatre, with a complete previous bibliography, see Foresta S., “Lo sguardo
degli dei. Osservazioni sulla decorazione architettonica dell'anfiteatro campano”, Rivista
dell’Istituto Nazionale d’Archeologia e Storia dellarte 59 (2008) 93-112.

© BIANCA DE DIVITIIS, 2019 | DOI:10.1163/9789004378216_004
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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FIGURE 2.1 The surviving arches of the amphitheatre of Santa Maria Maggiore Capua Vetere
(first century AD), Capua
IMAGE © HistAntArtSI
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FIGURE 2.2 The arena of the amphitheatre of Santa Maria Maggiore Capua Vetere
(first century AD), Capua
IMAGE © HistAntArtSI

dimensions, the local elite enhanced the public image of the monument so
that it became the symbol of the spiritual and material continuity of ancient
Capua and the new city.

In the light of this I will consider new evidence which emerges from the
decrees issued by the city council during the sixteenth century: these new
documents allow us to read the connection between the ancient monument
and the creation of new works, and reveal how juridical, artistic and liter-
ary aspects, which at first sight seem quite distinct, were instead part of an
integrated strategy which aimed to reconnect Capua with the glories of its
ancient past.

1 The Amphitheatre between the Ancient and New Capua

Constructed after the Colosseum, between the end of the 1st century CE and
the beginning of the 2nd century CE, the amphitheatre had replaced a previous
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smaller one built in the 1st century BC, famous for being the place where the
insurrection led by the gladiator Spartacus started.? Despite a brief interrup-
tion during the Gothic war (535-554), throughout the late and post-antique
period the large imperial amphitheatre was still used as an open-air venue for
entertainment and performances. It was only in 841, when the inhabitants of
Capua abandoned their city to escape the Saracen siege, that the amphitheatre
stopped hosting performances. From that time onwards the glorious ancient
metropolis fell gradually into decay, together with its monuments, becoming a
small, rural and semi-abandoned town, renamed Santa Maria Maggiore (later
Santa Maria Maggiore Capua Vetere). Of the many ancient buildings which
marked the city, apart from the amphitheatre, only the theatre, the arch of
Hadrian, the aqueduct, and several tombs remained partially visible, while the
cryptoporticus, even if underground, was still viable and used.?

The name of Capua had in the meantime been transferred to indicate the
new city founded by the refugees who had fled Saracens in the ninth century
a few kilometres away from the former city on the site of the ancient river
port Casilinum, in a bend of the river Volturno. The ancient and new cities
of Capua were therefore linked in an ambivalent relationship, as Capua’s past
was not to be found directly in the new medieval city, but in the ruins of Santa
Maria Maggiore. The lack of physical continuity with the Roman settlement
created the need to rebuild a continuity of identity, not only through the trans-
fer of the name, but also through the movement of spolia from the ancient
to the new city. Apart from being juridically annexed to the new Capua, Santa
Maria Maggiore thus became an archaeological site which the new city used
as a supply of ancient building material. Following a similar fate to those suf-
fered by other amphitheatres such as Lucca, Verona, Nimes and Arles, in the
ninth century the amphitheatre of Capua was turned into a fortress, even giv-
ing the epithet of ‘Colossense’ to the Lombard captain Guaiferio (g9th century).

2 Sampaolo V, “LAnfiteatro Campano”, in Spina L. (ed.), LAnfiteatro Campano di Capua
(Naples: 1997) 15.

3 For the monuments of Santa Maria Maggiore in the sixteenth century see, with previous
bibliography, Lenzo F., “Mario Cartaro e il perduto affresco della Capua Vetus di Cesare
Costa (1595)", in De Divitiis B., Nova A., Vitali S. (eds.), Antichita, identita, umanesimo.
Nuovi studi sulla cultura antiquaria nel Mediterraneo in eta rinascimentale, Mitteilungen des
Kunsthistorischen Instituts in Florenz 60 (2018) 68—go0. On the foundation of the new Capua
and its medieval history see Di Resta 1., Capua (Rome — Bari: 1985) 13—26; Visentin B., La
nuova Capua longobarda: identita etnica e coscienza civica nel Mezzogiorno altomedievale
(Manduria: 2012).
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At the same time, the building began to be known also through the Lombard
name of Berelais, and its variations such as Virilasci, Berlascio or Morlacci.4

Besides being a fortress, the amphitheatre was perhaps the largest open
air quarry for prestigious building material in the area, which between the
eleventh and fourteenth century the Lombard, Norman and Swabian rulers
used to construct the main public buildings in the new Capua. The so-called
Castello delle Pietre (11th century)[Fig. 2.3] and the bell tower of the cathedral
(1nth—12th century) [Fig. 2.4] were built entirely with its isodomum blocks of
limestone.5 The monumental gate created by the emperor Frederick 11 at the
entrance of Capua (ca. 1233) relied on the amphitheatre both for materials and
as a model for the sculptural work which adorned the central part and the
adjoining towers.5 During the thirteenth and fourteenth century the ancient
stones from the amphitheatre were also occasionally used in important semi-
public buildings, such as the palace of the proto-notary Bartolomeo De Capua,
which later housed the ruling dynasty of Anjou Durazzo.”

The situation begun to change in the fifteenth century when the disman-
tling of the amphitheatre stopped and the monument became an object of
study and source of inspiration for architects and humanists, as well as an
important monument in the quest for the antique which inspired first the
Araragonese and then the Viceroyal rulers. At the same time, selected spolia
begun to be used by the local Capuan elite as precious relics both in private
and public monuments, becoming the central element of the contemporary
identity of the city of Capua.

4 Onthe use Borlasci see Lupi C., “Sull'origine e significato della voce Parlascio”, Archivio Storico
Italiano 120 (1880) 492—505; lacobone D., Gli anfiteatri in Italia tra tardo Antico e medioevo
(Rome: 2008) 1213, note 18. On Guiaferio see Granata Francesco, Storia Civile della fedelis-
sima citta di Capua, 3 vols. (Naples: 1752), vol. 11, 371.

5 Pane G. - Filangieri A., Capua. Architettura e arte, catalogo delle opere, 2 vols. (Capua: 1994),
vol. 1, 210-231; vol. 11, 533-536. On the bell tower see Campone M.C., “Il campanile della cat-
tedrale di Capua e I'inedito progetto di Enrico Alvino”, Capys 36 (2003) 17-26. On the Castello
delle Pietre see Pistilli P.F., “Un castello a recinto normanno in Terra di Lavoro: il castrum
Lapidum di Capua’, in Cadei A. et al. (eds.), Arte d’Occidente: temi e metodi, 3 vols. (Rome:
1999), vol. I, 143-149. See also de Lachenal L., Spolia. Uso e reimpiego dellantico dal IIT al XIV
secolo (Milan: 1995) 170. For a general overview of the reuse of the amphitheatre spolia see
Giorgi L., “Lanfiteatro Campano: i materiali di spoglio nelle architetture dal IX al XVIII sec-
olo”, in Corvese F. — Tescione G. (eds.), Itinerari storici ed artistici in Terra di Lavoro (Naples:
1995) 17-26.

6 D’Onofrio M., “Porta di Capua’, in Enciclopedia Federiciana (Rome: 2005): http://www.trec
cani.it/enciclopedia/porta-di-capua_(Federiciana)/.

7 DiResta L, “Il palazzo Fieramosca a Capua’, Napoli Nobilissima 9 (1970) 53—60.
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FIGURE 2.3 Castello delle Pietre, Capua (12th century)
IMAGE © HistAntArtSI
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FIGURE 2.4 Cathedral bell-tower of Capua (11-12th century)
IMAGE © HistAntArtSI
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2 A New Interest: Fifteenth-century Refractions of the Amphitheatre

During the fifteenth century Capua was one of the most important cities of the
Kingdom of Naples and, thanks to its strategical position, was never subject to
a baron, but always remained part of the royal domain. The city was governed
locally by a captain, as a representative of the king, and was administered
by a council formed of eighty Capuan citizens, called Consiglio dei Quaranta
(i.e. Council of the Forty), and by an executive committee of six Eletti. The im-
portance of the city is evident from the vast territory it controlled, which also
included the ancient site of Santa Maria Maggiore, together with its amphi-
theatre and its other ruins. Thanks to a series of royal privileges issued by the
king at the beginning of the fifteenth century, being a Capuan citizen signified
a particular status: it implied not only a position of local prominence, but was
also a precondition for participation in the government of the city; moreover,
it ensured legal and fiscal privileges throughout the entire kingdom of Naples.®

The privileged relation that the royal court held with Capua is evident from
the very frequent visits that members of the royal family paid to the city, dur-
ing which they also occasionally stopped to look at the amphitheatre. We
know for example that, on 5 October 1488, the Duke of Calabria Alfonso of
Aragon (1448-1495), the future Alfonso 11, visited the “Morlacci’, and several
other antiquities in the area; on this occasion he was presented with a medal
which had just been found.® It is well known how the Aragonese promoted
the study of ancient monuments across the kingdom and encouraged the
creation of new works which were directly inspired by the antique. The at-
tention the royal family devoted to theatres and amphitheatres is a perfect ex-
ample of the fifteenth-century cultural fervour that, from the works of Leon
Battista Alberti onwards, consciously chose this type of building as a privi-
leged object of study and as a model for new projects. The Aragonese inter-
est in amphitheatres is demonstrated by the project of the new royal palace
for king Ferrante of Aragon (ruled 1458-1494) and those for the luxurious vil-
las of the Duchesca and Poggioreale commissioned by Alfonso of Calabria:
dated 1488, all three residences featured a central courtyard conceived as a
rectangular cavea surrounded by seats, which was destined to host large-scale
royal ceremonies and the new refined theatrical works created by the court

8 Senatore F., Una citta, il Regno: istituzioni e societa a Capua nel XV secolo 2 vols (Rome: 2018)
vol. 1, 179-213.

9 Leostello da Volterra J., “Effemeridi delle cose fatte per il Duca di Calabria (1484-1491)", in
Filangieri G. (ed.), Documenti per la storia, le arti e le industrie delle province napoletane, 6 vols
(Naples: 1891), vol. 1, 162-163.
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humanists.!® In this context the vast edifice of the Capuan amphitheatre must
have been regarded by the court not only as an adornment to their royal do-
main, but also as a specific model for such new projects of architectural mag-
nificence. It is not by chance that in the very same year Alfonso visited the
monument, the Florentine architect Giuliano da Sangallo (ca. 1445-1516), who
had designed Ferrante’s royal palace and was probably involved also in the
projects of the other residences, visited the amphitheatre in Capua. Of this
visit we have just one surviving document represented by a little sketch of the
steps of the amphitheatre, which Giuliano names as the ‘Le grade del Chuliseo
da Chapua Vechia’ [Fig. 2.5].1! The sketch was probably carried out by Giuliano
with a specific interest in this particular feature, while seeking for a solution for
the new courtyard of the new royal residence. It was possibly in the same period
that the court humanist Jacopo Sannazaro composed In theatrum Campanum,
an epigram dedicated to the amphitheatre where the poet, looking at the ‘great
masses of stone [...] now scattered, evokes the voices and applause of the au-
dience which could still be felt resonating in unison among the ruins.!? Apart
from composing theatrical pieces and devising figurative schemes for the
court, in those years Sannazaro was officially given the task by the Aragonese
royals of inspecting antiquities throughout the territory of the Kingdom to-
gether with architects and antiquarians, such as when in 1489 he visited Gaeta
and then Pozzuoli with Fra Giocondo da Verona. It would be tantalizing to
imagine that Sannazaro composed the epigram on the amphitheatre of Capua
as the result of an antiquarian expedition with Giuliano da Sangallo.® Even if
this joint visit cannot be proved, Sangallo’s sketch and Sannazaro’s epigram
are evidence of a simultaneous interest in the most important monument in
Capua and a shared commitment towards the Aragonese court’s project to rec-
reate in their new royal residences the atmosphere of the ancient building for

10  De Divitiis B., “Giuliano da Sangallo in the Kingdom of Naples: Architecture and Cultural
Exchange’, Journal of the Society of Architectural Historians 74 (2015) 164-166. For
Poggioreale see Modesti P., Le delizie ritrovate: Poggioreale e la villa del Rinascimento nella
Napoli aragonese (Florence: 2014).

11 Taccuino Senese, Biblioteca Comunale di Siena, Cod. S.IV.8, fol. 27. See de Divitiis B.,
“Giuliano ele antichita della Campania’, in Belluzzi A. - Elam C. (eds.), Giuliano da Sangallo
(Milan: 2017) 169—187.

12 Sannazaro Jacopo, Latin Poetry, ed. M.CJ. Putnam (Cambridge, Mass.: 2009), Epigrams,
11,25, 324-325.

13  Fontana V,, “Giovanni Giocondo e Jacopo Sannazaro a Mola e a Gaeta’, Napoli nobilis-
sima 28 (1989) 287—288; De Divitiis B., “Fra Giocondo nel regno di Napoli: Dallo studio
antiquario al progetto all'antica’, in Gros P. — Pagliara P.N., Giovanni Giocondo architetto,
umanista e antiquario (Venice: 2014) 263—277.
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FIGURE 2.5

Giuliano da Sangallo, Sketch of the steps of
the amphitheatre of Santa Maria Maggiore
Capua Vetere (1488). Pen on paper. Siena,
Biblioteca Comunale di Siena, Cod. S.IV.8,
fol. 27r

IMAGE © BIBLIOTECA COMUNALE DI
SIENA

performances.!* As we will discuss later, a similar conjunction of architectural
and literary interest in the monument would inspire the history and reception
of the Capuan amphitheatre throughout the sixteenth century.

In parallel to the attention devoted by the Aragonese royal family and by
artists and humanists working for the court, the amphitheatre became the ob-
ject of a renewed and growing local interest from the members of the Capuan
elite, who chose the monument as the central symbol of the ancient origins of
the city, placing it at the core of commissions of new works of art, architecture
and literature.

Directly involved in the government of the city, between the fifteenth and
sixteenth century the members of the Capuan elite promoted an authentic
strategy, documented by the minutes of the council meetings, which aimed at
increasing the ‘fame and honour’ of their ‘magnificent city’! In this context,
anew interest in the history and monuments of the city was paralleled by the
need to display the material remains of the city’s ancient past.

Though Capuan citizens and humanists could not be certain of the exact
extension of ancient Capua and the foundation date of the new Capua, at the
same time it was an acknowledged fact that the origins of the city went back to
pre-Roman times. This was shown by the monumental remains located a few
kilometres from the new city and by the conspicuous spolia which had been
reused since medieval times to construct its main buildings. Another piece of
evidence was the foundation myth according to which ancient Capua had been
founded by Capys, a Trojan hero and friend of Aeneas, recalled by Hecataeus of

14  De Divitiis, “Giuliano” 177-178.
15 Senatore, Capua 368—369.
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Miletus (Fragmenta historicorum Graecorum, 1, F 62), Virgil (Aeneid 11, 135) and
Suetonius (Divus Iulius 81).16 A proof of the intersections between antiquarian
research and the political and administrative spheres can be seen in the illumi-
nated image of Capys, depicted as Saint Michael, which adorns the initial let-
ter of the little parchment manuscript containing the copies of the privileges
assigned to Capua, a document of high civic value that had been signed by the
Eletti and was preserved in the city’s archives.!” In this context of the quest for
an authoritative ancient past, the monumental amphitheatre of Santa Maria
Maggiore came to be seen as the embodiment of the continuity between the
ancient and the new Capua.

The importance of the amphitheatre for the citizens of Capua finds its ex-
pression in a hitherto unnoticed and quite specific phenomenon, whereby
blocks from the amphitheatre were reused in the portal jambs of many palaces
of the new city almost like relics. Among the twenty palaces built between
the fifteenth and sixteenth centuries which can still be seen in the streets of
the centre of Capua, at least fourteen display spolia of local provenance, such
as monumental funerary inscriptions or funerary stelae portraying standing
togated figures, as bases of the portal jambs.!® Within this group, there are at
least eight palaces which display in one or both portal jambs antique, com-
pact blocks of smooth white limestone; these are less striking in their ap-
pearance than the inscriptions and stelae found in other palaces but hold a
special intrinsic value because of their provenance. Gleaming white and com-
pact in form, marked only by the holes for scaffolding or beams, these blocks
quite clearly come from the amphitheatre of ancient Capua and their prov-
enance is equally clearly intended to be explicit. The presence of such spolia
in the jambs is made even more striking by the contrast between the ancient
white limestone and the dark grey local stone in which the rest of the portals
was constructed, a two-colour scheme that was to become a standard feature

16  Senatore F,, “Capys, Decio Magio e la nuova Capua nel Rinascimento”, Incidenza dellantico
14 (2016) 127-148.

17 Senatore F., “Le scritture delle universitates meridionali. Produzione e conservazione”, in
Lazzarini I. (ed.), Scritture e potere. Pratiche documentarie e forme di governo nell'ltalia
tardomedievale (secoli XIV-XV'), Reti Medievali g (Florence: 2008) 1-34.

18  See Pane - Filangieri, Capua, vol. 1, 124-125 (via Gianfrotta); 173-174 (Palazzo Saitta); 174—
177 (Palazzo Rinaldi Campanino); 178 (palace in via Bartolomeo de Capua 10);187 (Palazzo
Fazio); vol. 11, 174-177 (Palazzo Rinaldi Campanino); 297 (vico Giuseppe de Capua 5); 300
(vico San Giovanni a Corte); 307 (via Roma 50); 318—319 (Palazzo Rinaldi-Milano); 324
(Palazzo Antignano); 328 (Corso Gran Priorato 70); 329—330 (Palazzo De Capua); 513
(Palazzo Prestieri); 517 (Palazzo Boccardi).
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of buildings in the town.!® These blocks appear in variable sizes in many pal-
aces, regardless of the shape of the portal and the architectural character
of the building, from the portal with a flattened arch of the Rinaldi Milano
(ca. 1470), to the impressive centre-arched doorway of the Rinaldi Campanino
palace (ca. 1470). Even the “intrata magna” of the palace of the Antignano fam-
ily (1453) recurred to this specific “Capuan” way of using antique remains, plac-
ing the monumental flamboyant portal made of lava stone on two large blocks
of white limestone that bear signs of beam holes and iron marks [Fig. 2.6].20
On the one hand the inclusion of such elements could have originated spon-
taneously as a consequence of the wide availability of ancient material and as
a response to structural and functional requirements, such as building a more
robust base which could resist the impact of carts and carriages; on the other
hand it is also true that the re-deployment of ancient pieces at the entrance be-
came an indispensable feature of fifteenth-century Capua palaces, one which
must have been much more widespread than what we can still see today.

The large number of palaces which adopted this systematic way of reus-
ing spolia with a recognizable local provenance testifies that, far from being
an unthinking reuse of ancient material, what we see instead is a self-aware
phenomenon, a precise strategy carried out by the members of the local elite
who wished to show that the families living in those palaces had their roots in
antiquity and that the new Capuan citizens, as direct heirs of the cives capuani,
enjoyed a privileged status within the kingdom as a whole.?!

That there was an awareness governing these choices is proved by the so-
cial and cultural context within which this phenomenon emerged, that of a
highly refined and educated elite, who became increasingly steeped in classi-
cal culture, hired important humanists for public education, devised curricula
incorporating classical texts, and begun calling their children with classical
names.?? That this was a self-conscious phenomenon is made even clearer if
we consider another palace built in Capua at the end of the fifteenth century,
located in Via Pier delle Vigne: with its use of classical orders, the building is an
example of the Tuscan Renaissance style imported into Capua, and confirms

19 De Divitiis B., “Architettura e identita nell'Iltalia meridionale del Quattrocento: Nola,
Capua e Sessa’, in Burns H. — Mussolin M. (eds.), Architettura e Identita locali, vol. 11
(Florence: 2015) 317-318.

20  See Di Resta, Capua 37-41; Andreucci Ricciardi A., “Il palazzo Rinaldi-Campanino a
Capua: rinascimento e maniera’, Capys 17 (1984) 29—40; Di Resta 1., “Capua catalana: pa-
lazzo Rinaldi-Campanino’, Capys 17 (1984) 20—28; Robotti C., Palazzo Antignano e larchi-
tettura rinascimentale a Capua (Naples: 1983).

21 De Divitiis, “Architettura e identitd” 317-318.

22 Senatore, Capua 346.
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FIGURE 2.6 Palazzo Antignano (ca.1450), Capua
IMAGE © HistAntArtSI
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that Florentine stylistic language was just one choice among many possible
ways of choosing to be allantica, one moreover which did not necessarily meet
the requirements of the Capuan elite who preferred to incorporate ancient
material of local origin, especially material from the amphitheatre.?3

3 Decrees and New Works Sponsored by the City

It was possibly the need to regulate a spoliation that had become uncon-
trolled which induced the city council on 6 May 1514 to issue a decree which
declared that the amphitheatre, together with the cryptoporticus, represented
the ‘fame and glory of this ancient city of Capua) and imposed a substantial
fine on anyone responsible for removing the stones.?* A similar decree had
been issued some years earlier in Verona to preserve the Arena which, like the
amphitheatre of Capua, had long been used as an open air quarry for building
materials.?> Promulgated in the same years as Raphael’s letter to Leo X, the
decree reflects the perceived importance of the amphitheatre for Capua’s
identity and the threat that this major testimony to the city’s ancient glory
would be totally dismantled to a point beyond recognition. It also shows the
total control that the Eletti exercised over the monument. At the same time, we
should not be tempted to interpret the decree from a contemporary perspec-
tive, as an attempt to conserve the ancient monument in its entirety. That this
was not the case is proved by the decrees issued by the city council during the
following years, which show how the Eletti continued to allow the stones of
the amphitheatre to be used for both public and private commissions; how-
ever, they only permitted the spolia which were already lying on the ground
to be taken, thus ensuring that the structures which were still in place and in

23 Pane - Filangieri, Capua, vol. 11, 509-512; De Simone AL, “Capua, palazzo
Verazzo”, in Gambardella A. - Jacazzi D. (eds.), Architettura del classicismo tra
Quattrocento e Cinquecento. Campania, ricerche (Rome: 2007) 147-149; De Divitiis,
“Architettura e identita” 318—321.

24  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 10, fol. 102r
(6 May 1514). The document is transcribed in Minervini G. — Iannelli G., “Relazione
sullAnfiteatro Campano’, Atti della Commissione conservatrice dei monumenti ed oggetti
di antichita e belle arti nella provincia di Terra di Lavoro 4 (1873) 59—60. See also De
Divitiis, “Architettura e identita” 321. The most ancient repertoire of the archive is Manna
Giovanni Antonio, Prima parte della cancellaria [...] della fedelissima citta di Capua
(Naples, Orazio Salviani: 1588) fol. 21r.

25  The Arena is defined as ‘edificio memorabile che porta onore alla citta’ (Statuti, 1v, cap.
56). See Pellegrini F.C., Degli statuti di Verona e qualcuno dei piti segnalati giuristi (Padua:
1840) 21.
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particular the two arches of the external portico which still displayed monu-
mental keystones remained standing.

In 1531 the city council allowed the stones of the amphitheatre to be used
in the reconstruction of the medieval church of the Annunziata [Fig. 2.7]. This
was a church which formed part of a particular kind of institution which was
common in southern Italy from the thirteenth century onwards including to-
gether with a convent also a hospital and a hospice. These institutions were
run by the city, rather than by a religious order.26 The decree specified that the
master masons could ‘take the stones of the Borlasci which are on the ground
so that the building will not be ruined’2? The Council itself invested notable
energy in selecting the project for the church. After approving in 1521 a model
and drawing for the church sent from Rome, in 1531 the council paid the ‘mas-
ter Batista Fiorentino living in Rome’, perhaps Giovan Battista da Sangallo,
‘for the model of the building and the bell tower’ and also for transporting
the model from Rome to Capua.?® The project must have already included
plans to reuse the stones of the amphitheatre, since this was granted in the
same year. In 1538 the earlier projects were replaced by a new one presented
by an unspecified ‘master architect from Naples’, while construction work on
the site was supervised from 1555 by the local architect Ambrogio Attendolo
(1505-1585).2% Despite his Lombard origins, Attendolo had acquired Capuan
citizenship, also becoming a member of the administrative executive commit-
tee of the Eletti. In his double capacity as architect and Eletto, in this same pe-
riod Attendolo became responsible together for the Annunziata also for other
major public commissions in Capua, playing a key role in the study, protec-
tion and reuse of the stones of the amphitheatre in the city’s new building
projects. In the Annunziata the ancient blocks were reused for the creation of

26  Di Resta, Capua 67; Giorgi L., Architettura religiosa a Capua. I complessi della SS.
Annunziata, S. Maria e S. Giovanni delle Dame Monache (Rome: 1990) 29—-57; De Rosa D,
“La chiesa dell’Annunziata di Capua: contributo storiografico e nuovi documenti’, Capys
34 (2001) 131-148.

27  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 15, fol. 50
(15 October 1531); Manna, Prima parte della cancellaria fol. 6ov; Giorgi L., “Sangallo ed il
modello ligneo della Chiesa della SS. Annunziata di Capua’, Capys 28 (1995) 44—48.

28 Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 15, fol. 31r
(6 June 1521); Manna, Prima parte della cancellaria fol. 6ov. See Giorgi, Architettura 29—30.

29  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 15, fol. 137r
(December 1538); Manna, Prima parte della cancellaria fol. 61r. Giorgi, Architettura 33—37
identifies the architect Giovanni Francesco di Palma, known as Mormando, while De
Rosa, “La chiesa” 134135 identifies him with Ambrogio Attendolo. On Attendolo see Di
Resta, Capua 55-56, 61, 65. The decision to build the palace and acquisition of properties
on site began already in 1539.
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FIGURE 2.7 Church of the SS. Annunziata (1521-1585), Capua
IMAGE © HistAntArtSI

the monumental isodomum base, where they supported the set of Corinthian
pilasters across the facade and two sides of the church. The updated character
of the project and the direct involvement of the civic authorities point to the
ideological nature of the reuse of blocks from the amphitheatre, as if the spolia
were relics in which the civic identity of the city was rooted.

The way in which the council deliberately and carefully used the stones of
the amphitheatre is clear from another major project carried out by the city
council, the construction of the Palazzo di Giustizia, also known as Palazzo
dei Giudici [Fig. 2.8].3° This was the palace of the viceroyal governor; even
though it represented the central authority of the Kingdom it was built with
the city’s money and also hosted, together with the criminal court, the civil

30 Pane - Filangieri, Capua, vol. 11, 445-446; Di Resta, Capua 63-5; Giorgi L., “Maestranze
‘forestiere’ attive a Capua e Caserta dalla seconda meta del 1500 agli inizi del 1600”, Rivista
di Terra di Lavoro 2 (2007) 5-13.
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FIGURE 2.8 Palazzo di Giustizia (1531-1590), Capua
IMAGE © HistAntArtSI

court, generally administered by local citizens — these were the giudici or
judges — as well as the prisons. Therefore, the Palazzo di Giustizia represent-
ed an intermediate level between the central state and local administration,
which was perfectly compatible with the general political arrangements of
the city within the kingdom, as a permanent part of the royal domain whose
citizens, thanks to the privileges granted by the central court, were citizens
throughout the entire southern realm. The palace adjoined the building which
most fully represented the civic authority, that is the Palazzo dell'Udienza
where the official meetings of the city council and Eletti took place and where
the public clock was located, and the Seggio dei Giudici (or of Sant’Eligio), one
of the three Seggi of Capua, open vaulted passages which hosted the meetings
of a select group of citizens.

The design and supervision of the works, which lasted from 1563 to 1594,
were again entrusted to Ambrogio Attendolo. With a facade consisting in two
stories, with no orders, but simply marked by rustication in the corners and by
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a portal with a rusticated arch, the palace recalls the works carried out in
those years by Antonio da Sangallo the Younger in Rome and Lazio.3! For its
most representative building the council granted itself not only the use of the
ancient limestone blocks, which were reworked to create works of “intaglio”,
but also decided to reuse seven monumental keystones featuring busts of
divinities and theatrical masks. One of the ancient portraits representing an
unidentified male divinity was used as the keystone in the arch of the portal
of the palace, so closely recalling its original function. The other keystones,
including a portrait of Jupiter Ammon, Mercury, Apollo and four theatrical
masks, were originally located immediately above the ground floor windows,
thus recalling the same view from ground level as in the amphitheatre. This
arrangement was lost around 1800 when the creation of a mezzanine meant
that the keystones were moved to their current positions below the windows.32
Compared to the Annunziata, the political and juridical character of the build-
ing makes the reuse of spolia an even more significant ideological operation.
The importance of the need to create a direct connection, both in terms of
material and identity, between the amphitheatre and the new monument
representing the central and civic authority is also reflected in the notable
effort which would have been involved in the transfer from Capua Vetere of
the monumental keystones whose dimensions ranged from 8o cm to 1 m in
height.3® By evoking the unique iconographic scheme of the ancient build-
ing, such a public collection of ancient portraits would have bestowed on
the Palazzo di Giustizia a sense of gravitas and an aura of sacredness which
had characterized the amphitheatre in the antique and post-antique period.
The gaze of the divinities who for centuries had beckoned spectators to pass
through the arches and, while taking their seats in the cavea, to assume a
state of mind befitting the ancient political, religious and communal order, in
their new location on the facade of the governor’s palace and tribunal of the
new city now acted as ancestors who surveyed contemporary Capua and its
administrative activities.

The presence of ancient spolia to enhance the authority of places where of-
ficial public or semi-public functions were performed was not new to Capua:
before the construction of the Palazzo di Giustizia, trials and the public dec-
laration of chapters of statutes were executed below the so-called columna

31 Most documents relating the construction of the palace are in Biblioteca del Museo
Provinciale Campano, Archivio Comunale di Capua 19; Manna, Prima parte della cancel-
laria fols. 188v—-189gv. See Di Resta, Capua 63-65; Giorgi, “Maestranze” 7.

32 Di Resta, Capua 64—65; Foresta, “Lo sguardo” 98.

33 Foresta, “Lo sguardo” 104-108.
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Jjudicum, presumably an ancient column which then occupied the same site
where the palace would be built.34 It is also known that the meetings of the
citizens in the Seggi were made more solemn by the stelae with togad fig-
ures and inscriptions displayed on the walls. The Seggio dei Giudici, the one
of the three existing at the time which was considered the major repository
of local antiquities, occasionally hosted also the official meetings of the city
council and of the Eletti.35 The use of local spolia as a mean to emphasize the
juridical and administrative authority, both central and local, was a common
phenomenon throughout the Italian peninsula since the middle ages, which
continued throughout the fifteenth and sixteenth centuries. In Rome at the
time of Pope Martin v (1417-1431) notaries issued their acts below ancient
arches or next to monuments which were recognized to have existed through-
out the centuries.?6 It is well known that in Rome Palazzo dei Conservatori
on the Capitol, site of the magistrature, was adorned with prominent Roman
antiquities since the famous donation of Sixtus 1v in 1471.37

Connected to such phenomena is the use of images of ancient “ancestors’,
both mythical and real, on the facades of palaces where judicial procedures
were carried out. In the thirteenth century relief portraits of Virgil were dis-
played on the facade of the Palazzo della Ragione in Mantua.?® In Padua in
1426 the sense of gravitas appropriate to the law courts was enhanced by im-
muring a bone from Livy’s skeleton in the western wall of the Palazzo della
Ragione, while two marble high relief busts of the Roman historian were dis-
played respectively on the external loggia of the palace and on the Porta delle
Debite, which connected the Gran Sala to the prisons for insolvent debtors.39
Furthermore in several other cities of Lombardy and the Veneto which in the
fifteenth century fell under the dominion of the Venetian Repubblica, such as

34 Senatore, Capua.

35 Lenzo, Memoria 122—123; 156—157.

36 Lenzo, Memoria 109.

37  Christian K., Empire without End. Antiquities Collections in Renaissance Rome, c. 1350-1527
(New Haven — London: 2010) 104-113.

38  Portioli A., “Monumenti a Virgilio in Mantova’, Archivio storico lombardo 4 (1877) 532-557;
552-553.

39 Billanovich G., “Tradizione classica e cristiana e scienza antiquaria’, in Arnaldi G. (ed.),
Storia della cultura veneta: dalle origini al Trecento, vol. 1 (Venice: 1976) 124-134; Trapp J.B,,
“The image of Livy in the Middle Ages and the Renaissance”, Lecturas de historia del arte 3
(1992) 210—238; Ferrati M. — Milani G., “Prima di Firenze: funzioni delle immagini nei co-
muni dell'Ttalia settentrionale”, in Donato M.M. —Parent D. (eds.), Dal Giglio al David. Arte
civica a Firenze fra Medioevo e Rinascimento (Florence: 2013) 67—71. For Livy’s monument
created in 1547 see Siracusano L., Scultura a Padova: 1540—62. Monumenti e ritratti (Ph.D.
dissertation (Universita degli Studi di Trento: 2010—2013) 104-118.
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Bergamo or Verona, the communal palaces transformed into “palazzi di giustiz-
ia” displayed either authentically ancient or allantica portraits which evoked
the authority of antiquity. As these examples show, the practice of displaying
antiquities and images of ancestors on the law courts is closely interwoven
with a similar one for the palaces representing civic authority throughout Italy,
as occurs in Brescia and Palermo, but also in other European areas, as demon-
strated by examples in France which have recently been studied.*? In southern
Italy, a similar effect would be achieved in the same period in the new Palace
of Justice in Tricarico in Basilicata, not with the use of ancient fragments, but
by displaying on the portal all'antica profile portraits of the consules Brutus
and Fabritius who with their victory in the 3rd century BcC over the Italian oc-
cupiers of the region could be regarded as the city’s ancestors, so increasing the
authority of the palace.

Seen in this context the Palazzo di Giustizia in Capua displayed a group of
ancestors consisting of divinities and ancient figures, whose gigantic portraits
systematically arranged on the facade formed a kind of civic collection. The
sense of ancient sacredness and surveillance over contemporary life was re-
inforced by the alleged provenance of the keystones, which at the time were
all thought to come from the amphitheatre. Only recent archaeological stud-
ies have shown that of the seven keystones, only the ones portraying Jupiter
Ammon, Mercury and the unidentified figure in the portal formed the original
decoration in the lower order of the amphitheatre, while Apollo and the four
theatrical masks, which are smaller in scale and feature different mouldings
around the portrait, come instead from the theatre.*! Even though the the-
atre was still visible at the time, the keystone portraits were probably moved
in medieval times to the cavea of the amphitheatre, which served as a large
open-air deposit for ancient materials taken from different sources. From the
description of the German humanist Lorenz Schrader, who visited the monu-
ment in the mid-sixteenth century, the amphitheatre had the same two arches
with keystones portraying Juno and Diana which we still see today, implying
that the other monumental heads reused in the Palazzo di Giustizia must have
been lying on the ground, probably together with the ones originating from the
theatre. It was this casual assemblage which must have given rise to the belief

40  Stenhouse W, “Roman antiquities and the emergence of Renaissance civic collections’,
Journal of the History of Collections 26, 2 (2014) 131-144; Stenhouse W,, “Reusing and
Redisplaying Antiquities in Early Modern France’, in Christian K. — De Divitiis B. (eds.),
Local Antiquities, Local Identities: Art, Literature and Antiquarianism in Early Modern
Europe, (Manchester: 2019) 121-141.

41 Foresta, “Lo sguardo” 103-105.
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that the keystones all came from the amphitheatre.*?> An image of how all the
spolia must have laid scattered on the ground near the amphitheatre is found
in another decree, issued on 11 August 1577, for the construction of the new city
gate of Porta Napoli (1577-1582) [Fig. 2.9].#3 While assigning the new project
once again to Ambrogio Attendolo and stipulating that the Doric order should
be used in its design, the city council decided that the ‘entire doorway should be
built from the Borlasci stones of Capua, since these are the best and most suit-
able for the work’ and went on to specify that the stones should be cut from the
‘monte delle ruine) that is the pile of fragments ‘that lie fallen on the ground,
without touching any of the stones which still form part of the building’4+ The
decree also laid down that any mason who contravened this rule would lose
his place and would also have to replace the blocks at his own expense as well
as submitting to other penalties imposed by the Eletti. Together with its vivid
image of the mountainous pile of fragments, the decree also makes clear the
distinction which was made of which material could be used without causing
any further damage to the monument. It is interesting to note that in the same
period Ambrogio Attendolo asked for the streets to be repaired and adapted
for the removal of the blocks from the amphitheatre to the new building site.*>
All such prescriptions suggest that Attendolo was supervising not only the two
construction sites, the ancient one and the new one, but also that he was re-
sponsible for the arrangement of the relevant parts of the council minutes,
with which he enclosed also drawings of the new layout of the ancient stones
in the gateway [Fig. 2.10].46 The doorway too was originally decorated with a
keystone head representing a radiated Apollo, most probably from the amphi-
theatre, which was still in place on the gate in 1810 when it was drawn by the
Milanese artist Giuseppe Bossi.*

42 Lorenz Schrader was in Italy in 1556 and in 1568. Schrader Lorenz, Monumentorum Italiae
[...] libri quattuor (Helmstedt, Jacobus Lucius: 1592) fol. 258v. For the amphitheatre as
a deposit for materials from other monuments see C. Capaldi, “Una nuova attestazione
dell'evergetismo edilizio di Augusto a Capua’, in Chioffi L. (ed.), Il Mediterraneo e la storia.
Epigrafia e archeologia in Campania. Letture storiche (Naples: 2010) 109.

43 On Porta Napoli see Di Resta, Capua 67—71; Pane — Filangieri, Capua, vol. 11, 529-530.

44  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 22, fols. 174v—181r
(11 August 1577); Manna, Prima parte della cancellaria 197. According to Di Resta, Capua 57
also Porta Sant’Angelo had been built in 1543 with the stone of the amphitheatre.

45  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 26, fol. 181r
(30 August 1577).

46 Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 22, fol. 271v
(1December 1578).

47  The keystone was probably lost during the 1830 restoration of the monument, when
the door was moved from its original location to the present site. Corlita Scagliarini D.,



68 DE DIVITIIS

FIGURE 2.9 Porta Napoli (1577-1582), Capua
IMAGE © HistAntArtSI

While allowing the use of the spolia from the amphitheatre for their own proj-
ects, the Eletti also granted concessions to selected citizens, always specifying
that the stones should be those ‘1lying on the ground so to create no damage
to the remaining building’ In 1562 fifteen blocks were given to Giovan Battista
del Tufo from Aversa.*® Some months later in 1563 Baron Vincenzo del Balzo
received permission to use all the blocks he needed for the construction of his
palace in Capua.*® In September 1585 twelve carts of stone from the Borlasci

“Viaggio archeologico tra Capua ed Aquino in un quaderno di Giuseppe Bossi’, Prospettiva
9 (1977) 44, 48, 54.

48  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 19, fol. 167r
(6 July 1562).

49 Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 19, fol. zoov
(10 February 1563).
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FIGURE 2.10  Sketch of the layout of stones of the amphitheatre in Porta Napoli. Ink on
paper. Capua, Biblioteca Biblioteca del Museo Provinciale Campano, Archivio
Comunale di Capua, 22, fol. 271v (1st December, 1578).
IMAGE © ARCHIVIO COMUNALE DI CAPUA

were donated to the Capuan nobleman Annibale Lanza and ‘some marbles’
were given one month later to the ‘magnifico’ Francesco di Franco.>°

This careful control over the use of the stones from the amphitheatre is even
more striking when we recall that while the council issued these decrees to
protect the amphitheatre, excavations were being carried out to find treasures
which could be exported as part of the antiquarian trade. This was the case of
the large marble statue of Venus which was transferred to the palace of Adriano
Guglielmo Spatafora in Naples before 1563, and the statue of Minerva which
some decades later was sent to Rome to add to the Vitelleschi collection.?! The
export of such precious ancient pieces outside Capua highlights the special
case of the amphitheatre, where the selection, transfer and re-use of spolia was

50  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 24, fol. 319r
(13 October 1586); Biblioteca del Museo Provinciale Campano, Archivio Comunale di
Capua 24, fol. 150r (15 September 1584).

51 lasiello L, Il collezionismo di antichita nella Napoli dei viceré (Naples: 2003) 75—76.
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regulated down to the smallest detail, with the explicit purpose of preserving
the monument as a standing edifice. Maintaining the few surviving arches of
the amphitheatre, complete with their distinctive figured keystones, was not
only a way of preserving a visible testimony to the ancient origins of the city
but also served as a visible proof that all the stones reused in the new build-
ings in the city were authentic. It must have been the need to further protect
the arches and prevent improper use of the ancient monument that the city
council decided in 1580 and in 1585 to surround the amphitheatre with a wall.52

In this context the role of Ambrogio Attendolo was central: by conveying
the materials and controlling the transfer and distribution of stones, as well as
supervising the conservation of the amphitheatre itself, the architect was re-
sponsible for the delicate operation of bonding the ancient and new identities
in Capua. It was while carrying out this official task that Attendolo executed
the survey of the amphitheatre which his son Giovan Battista recounts in one
of his literary works.53 Even if the drawings from the survey have not survived,
this information helps us to compare Attendolo with other architects and anti-
quarians who were carrying out similar drawings of their local amphitheatres
in other cities, such as Giovan Francesco Caroto’s of the Arena in Verona, pro-
duced at the same time.5* Attendolo’s survey of the amphitheatre was the cul-
mination of a wider architectural interest in the monument within the local
Capuan antiquarian ambience, which led to hypothetical reconstructions
of its original form. This is confirmed by a recently discovered sketch which
served as a preparatory drawing for the depiction of the monument as part
of the remarkable view of ancient Capua showing all its Roman monuments
which the local archbishop Cesare Costa commissioned in 1595 as a fresco on
one of the walls of the main room in his palace in the new city.5°

52 Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 24, fol. 243r
(21 October 1585).

53  See below.

54  Burns H. ‘I monumenti antichi e la nuova architettura’, in Marini P. (ed.), Palladio e
Verona (Verona: 1980) 103—123; Franzoni L., “La conoscenza dell’anfiteatro di Verona dal
XVI al XIX secolo”, Historia Antiqua 9 (2003) 117-121.

55  Miletti L., “Sulla fortuna di Livio nel Cinquecento. Le domus dei nobili capuani nella
veduta di Capua vetus di Cesare Costa’, Bollettino Studi Latini 44 (2014) 107-126; Lenzo,
“Capua vetus”.
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4 Poems on the Amphitheatre

While carrying out a strategy of preservation of the amphitheatre and public
display of its material remains, the Capuan Eletti also promoted with official
decrees the publication of literary works celebrating the ancient origins of the
city and especially the amphitheatre, as its most representative monument. As
the construction of the Annunziata and Palazzo di Giustizia were well under
way, in 1562 the Eletti paid for the publication of the Latin work Campania by
Antonio Sanfelice, in which, as part of a reconstruction of the ancient Roman
region based on classical sources, the role of ancient Capua and of its two
main surviving monuments, the cryptoporticus and the amphitheatre, were
highlighted.5¢ According to Sanfelice, the ‘vast edifice’ of the amphitheatre,
described as Doric, continued to be the image and memory of Capua’s past
triumphs, even though the barbaric devastations had severely defaced this
image. Sanfelice’s work also included the first new epigram on the amphithe-
atre, after the one composed some decades earlier by Jacopo Sannazaro. The
Eletti regarded Sanfelice’s work, dedicated to the ‘Senate and People of Capua),
so highly that they commissioned a translation into Italian from the city’s pub-
lic teacher Girolamo Aquino.>” Apart from translating Sanfelice’s epigram on
the amphitheatre, Aquino himself composed another poem on the monument
entitled Superbi Sassi.® Aquino’s composition was so successful that in 1577
the Eletti commissioned a certain Don Cristoforo Calderino to compose a ver-
sion of Aquinas’ poem ‘in arte di canto figurato’ to be performed by six voices.>°

Such literary fervour over the amphitheatre was further echoed by Giovan
Battista Attendolo, a pupil of Aquino’s and the son of the architect Ambrogio
Attendolo.6© While his father was surveying and directing the collection
and use of blocks for the construction of the Annunziata and the Palazzo di

56  Sanfelice Antonio, Campania (Naples, Mattia Cancer: 1562), with unnumbered pages. See
Amsteladami edition, 1656, 47—48. See Miletti L., “Lanfiteatro e il criptoportico di Capua
nell'antiquaria del Cinquecento: due sonetti inediti di Giovan Battista Attendolo’, La
parola del passato 67 (2014) 139-140.

57  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 19, fols. 92r—93r
(29 giugno 1561); Manna, Prima parte della cancellaria fol. 24. Aquino’s translation was
published only in 1796. See Miletti, “L’anfiteatro”.

58  Aquinas’ epigram was published in 1665, together with the translation of Sanfelice’s and
another poem on the monument by Carlo Noci, as an appendix to Monaco Michele,
Oratione in lode dell’illustrissima e fedelissima citta di Capua (Naples, Agostino de’ Tomasi:
1665), fols. A14r—A15v. See Miletti, “L'anfiteatro”.

59  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 19, fol. 197v
(20 January 1563); Manna, Prima parte della cancellaria fol. 24r-v.

60  On Giovan Battista Attendolo see Miletti, “L'anfiteatro” with previous bibliography.



72 DE DIVITIIS

Giustizia, Giovan Battista Attendolo contributed significantly to the series of
literary celebrations of the amphitheatre, which included an interesting refer-
ence to the monument in the funerary oration he composed in 1571 for Charles
of Austria.®! After asking how the prince would have reacted if he could have
visited the amphitheatre together with his father Ambrogio Attendolo, he
imagines how gazing entranced at the monument he would have declaimed
Aquino’s sonnet Superbi Sassi. Attendolo also adds that ‘from the few remain-
ing marble stones in the Tuscan and Doric order, it is possible to imagine the no
longer surviving upper levels of the Ionic and Corinthian order, and the attic’
This remark, in addition to confirming that at the time only the lower arches
were visible, expresses for the first time the idea, based on the Colosseum in
Rome, that the amphitheatre of Capua originally displayed superimposed or-
ders, a belief which was to be repeated in almost all the subsequent litera-
ture on the monument.5? In those same years, Giovan Battista Attendolo also
composed his own poem celebrating the amphitheatre.®® The composition of
poems by Capuan men of letters continued also in the following century and
a partial collection of these texts was published at the beginning of the work
that the antiquarian Alessio Simmaco Mazzocchi dedicated to the amphithe-
atre in 1727.

The sixteenth-century proliferation of compositions on the amphitheatre
finds a parallel in the poems celebrating another important monument for
the identity of Capua, the medieval city gate of Frederick 11, which had been
pulled down by the Spanish viceroy in 1557 and reduced to a medieval ruin
consisting of the bases of the two towers on either side. The destruction was
due to the creation of a new defensive wall circuit by the Spanish viceroy, but
Chancery registers record the event as a genuine trauma for the citizens: it
caused Capuans ‘so much sorrow and weeping [...] that they began to write
many compositions, in order to transmit its memory to posterity.64 In the
same spirit with which they preserved the two surviving arches of the amphi-
theatre, in 1584 the Eletti decided to save the surviving sculptural fragments

61  Attendolo Giovan Battista, Oratione | ...] nellessequie di Carlo dAustria Principe di Spagna
(Naples, Giuseppe Cacchi: 1571). Miletti, “L’anfiteatro”.

62  Morelli Giovanni Carlo, Opera (Naples: 1613). Mazzocchi Alessio Simmaco, Mutilum
Campani Amphitheatri titulus (Naples, Felix Musca: 1727) 122-123.

63  Miletti, “Lanfiteatro”.

64  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 18, fols.
264—265 (19 February 1557); Willemsen C.A., Kaiser Friedrichs II. Triumphtor zu Capua
(Wiesbaden: 1953) 80, note 29; Paeseler G. — Holtzmann H., “Fabio Vecchioni und seine
Beschreibung des Triumphtors in Capua’, Quellen und Forschungen aus Italienischen
Archiven und Bibliotheken 36 (1956) 205—247; Centore G., Capua: le torri di Federico
(Maddaloni, CE: 2003) 13-15.
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from the Gate by arranging them in a sort of tomb erected near one of the
two towers, so keeping alive the memory of the monument and ‘preserv[ing]
the ancient memory and grandeur of spirit of the patria’.5 If the poems on
Frederick’s Gate were intended to exorcise the loss of the Gate itself, immor-
talising its memory in words, the poems on the amphitheatre were part of a
deliberate strategy on the part of the Capuan elite to preserve the monument
as a testimony to the ancient glory of the city and to make it part of the daily
life of the citizens by making it live again in the buildings of the new city.

5 The Amphitheatre and Capuan Identity

The set of decrees issued from 1514 onwards explicitly show the conscious
strategy pursued by Capua’s city council to enhance the importance of the am-
phitheatre and underline a hitherto unnoticed connection between the rede-
ployment of spolia, new architectural projects and the production of literary
works. Such documents show how, while allowing the use of materials for the
construction of new buildings, the Eletti ensured that the amphitheatre would
not be damaged any further and promoted the celebration of the edifice by
sponsoring the publication of new literary works.

The blocks from the amphitheatre were regarded highly for their quality:
as entrances to the palaces they were hard-wearing and, as we have seen with
Porta Napoli, the council considered them to be the most suitable material
for the project. The appreciation of their structural quality is also shown by
the fact that in 1567 the council ordered the stones of the amphitheatre to
be used for the bastion which replaced Frederick’s gate.56 In 1592 they were
even used for the corners of the cistern for the fountain in front of Palazzo di
Giustizia.6” Even the lime which was made from the broken-up stones was
considered desirable.

Together with their quality which made them suitable for solid construc-
tions, their provenance was a sign of prestige and identity. The decrees of
Capua can be seen as to some extent a successful political operation, since
they managed to preserve the arches of the portico which can be still be
admired today, and they display an awareness of the importance of local

65  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 22, fol. 37r
(3January 1584).

66  Manna, Prima parte della cancellaria fol. 197v.

67 Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 24, fol. 229v
(6 April 1592): I thank Fulvio Lenzo for this information from his work on the Capuan
aqueduct.
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antiquities which has hitherto not been found in the other urban centres in
southern Italy. For example, in Venosa in about the 1530s a hunt was triggered
to uncover the so-called “treasure of Lucullus”, the remains of an ancient build-
ing outside the city that was excavated while the large number of antiquities
which were found there were plundered by the viceroy Pedro de Toledo (ruled
1532-1553), who added them to his collection in Naples.68 The hunger for hid-
den treasures continued: a new hunt was organized in 1606 by the viceroy Juan
Alonso Pimentél de Herrera (ruled 1603-1610) who ordered the excavation
of a site near Cuma, where thirteen intact marble statues were found, which
were first exhibited in his palace in Naples and some years later transferred to
Spain.59 Capua instead managed to maintain a certain degree of control over
its antiquities, with very few exceptions, such as the case of two statues which
ended up in the Vitelleschi collection in Rome and in the Spatafora collection
in Naples. This form of antiquarian control is confirmed by a 1563 document
in which the Eletti, in granting Ambrogio Attendolo the permission to carry
out an excavation in Santa Maria Maggiore on the site where a large marble
column had just been discovered, stipulated that any beautiful object which
was found belonged to the city.”°

As part of a general attitude which saw local antiquities as a proof of the
continuity between the ancient and the new Capua, the amphitheatre testified
to the city’s glorious past more than any other antiquities which were either
buried underground, such as the cryptoporticus, or less well preserved, such
as the theatre. While in the fifteenth century the spolia from the amphitheatre
were “shared” among the local elite who used its blocks like precious relics
that emphasized the privilege of being Capuan, in the sixteenth century the
monument was under the complete control of the city council who, despite
their anxiety to keep its surviving parts standing, transferred from Santa Maria
Maggiore to Capua entire wagon-loads of blocks extracted from the pile of
fragments lying on the ground. The availability of large quantities of spolia,
officially recognized as the best and most appropriate building material be-
cause of its high quality and as a symbol of the fame and glory of Roman
Capua, led the Eletti to grant its use in the construction of public buildings,

68  Cappellano Achille, Venosa 28 febbraio 1584. Descrittione della citta de Venosa, sito et qua-
lita di essa, ed. R. Nigro (Venosa: 1985) 35.

69  Ferro Antonio, Apparato delle statue trovate nella distrutta Cuma (Naples, Tarquinio
Longo: 1606). See Lenzo F., “Che cos’e architetto’. La polemica con gli ingegneri napole-
tani e l'edizione del Libro secondo’, in Curcio G. et al. (eds.), Studi su Domenico Fontana
(Mendrisio: 2011) 273.

70  Biblioteca del Museo Provinciale Campano, Archivio Comunale di Capua 19, fol. 193v
(5 February 1563).
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private palaces and even infrastructure, as in the case of the cistern. At the
same time by displaying the collection of monumental portraits on the fa-
cade of the Palazzo di Giustizia they also attempted to recreate the sense of
sacredness and authority which characterized the ancient monument. Acting
as though they intended to build the entire city out from the blocks of the
Borlasci, even those parts of it which were not outwardly visible, the Eletti thus
restored to new Capua its ancient history and its glorious past.”!
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CHAPTER 3

A City in Quest of an Appropriate Antiquity:
The Arena of Verona and Its Influence on
Architectural Theory in the Early Modern Era

Hubertus Giinther

Some curious observations led me to the argument of this contribution. Firstly,
in Sebastiano Serlio’s book on Roman antiquities — precisely, in its second
edition — I found the comment on the Arena of Pola that

the manner of this articulation is obviously very different from those
used in Rome, and I for my part would not adopt members such as those
of the Amphitheatre in Rome in my works, but would willingly avail my-
self of those of the building in Pola, as they are done in a better manner
and are better conceived, and I am sure that this was done by a different
architect and that by chance he [i.e. the one of the Coliseum] he was a
German, because the members of the Coliseum have something of the
German manner.!

‘German manner’ (maniera tedesca) was the usual term for the style of me-
dieval buildings generally despised in Italy at that time, and German in this
context means Germanic. As was well known in the Renaissance, the Roman
amphitheatre called the Colosseum had been built under Vespasian some ten
years before Tacitus wrote his famous account of the Germanic tribes, report-
ing that they still lived in wooden huts spread out between large forests. In
Serlio’s time it was already an absurd idea that one of these primitives from
the northern timberlands might have designed a monument as magnificent
as the Colosseum.

1 ‘La maniera di questi corniciamenti € molto differente da quelle di Roma, come si puo
vedere, & io per me non faria cornici come quelle de '’Amphitheatro di Roma ne le mie opere:
ma diquelle de I'Edificio di Pola si bene me ne serviria: perche elle sono di miglior maniera e
meglio intese, e tengo per certo che quel fusse un‘altro Architetto differente da questo, e per
aventura questo fu Thedesco: percioche le cornici del Coliseo hanno alquanto de la maniera
tedesca’: Sebastiano Serlio, I/ terzo libro, nel qual si figurano e descrivono le antiquita di Roma
e le altre che sono in Italia e fuori d’Italia (Venice, Francesco Marcolini: 1544) 78. The transla-
tions were done by the author of the present article.

© HUBERTUS GUNTHER, 2019 | DOI:10.1163/9789004378216_005
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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Gradually I began to grasp what the extravagant judgement might mean
when I found the copy of Serlio’s book in which Vincenzo Scamozzi had
inserted his own glosses.2 Scamozzi reproduces there the following ‘ancient
inscription’ of the Arena of Verona [Fig. 3.1]:

Q. L. FLAMINEVS. COS. ROM.
AC. VNIVERSAE GRAECIAE DO
MINATOR. AMPHITHEATRVM
VERONAE. PROPRIIS. SVM
PTIBVS. A. FONDAMENTIS
EREXIT. ANNO. AB. VRBE
CONDITA. DIII.

Quintus Lucius Flamineus, Consul of the Romans
and conqueror of all Greece, erected in Verona this
amphitheatre by his own

expense from the fundaments in the year

503 after the foundation of Rome.3

As was also well known in the Renaissance, the date 503 after the foundation
of Rome (753 BC) means: in the year 250 before Christ. According to today’s
knowledge or to the edition of the Fasti consulares published by Carlo Sigonio
in 1550 and revised by Onofrio Panvinio in 1558, a consul with the same name
as indicated in the “ancient inscription” did not exist in Rome at the time indi-
cated. At best, one might think of Gaius Flaminius (consul in 223 and 218 BC),
who, as a censor, had created the Via Flaminia from Rome to Ravenna and built
the Circus Flaminius in Rome (220 BC), or of Lucius Quinctius Flamininus (con-
sul in 192 BC), who led the administration of the province of Gallia Cisalpina
and also resided in Upper Italy, who as an aedile was responsible for the or-
ganization of the ludi scenici (in 201 B¢) and who was mentioned by Valerius
Maximus in connection with theatres.* Moreover, at the time indicated in the
inscription, the first war against Carthage was taking place (264—241 BC), and
Rome did not yet dominate the Greek world or any other territory outside

2 Cf. Glinther H., “Scamozzi kommentiert Serlio”, Riha-Journal, Special Issue “Vincenzo
Scamozzi” (November 2012), online at http://www.riha-journal.org/articles/2012/2012-0ct-
dec/special-issue-scamozzi/guenther-scamozzi-kommentiert-serlio (retrieved 18 September
2017).

3 Sebastiano Serlio, Il terzo libro (Venice, Pietro de Nicolini de Sabbio: 1551; ex libris Scamozzi)
72 (Zentralinstitut fiir Kunstgeschichte, Munich).

4 Valerius Maximus, Facta et memorabilia 1v, 5, 1.


http://www.riha-journal.org/articles/2012/2012-oct-dec/special-issue-scamozzi/guenther-scamozzi-kommentiert-serlio
http://www.riha-journal.org/articles/2012/2012-oct-dec/special-issue-scamozzi/guenther-scamozzi-kommentiert-serlio
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FIGURE 3.1 Arena of Verona, with the (fake) building inscription, added as a manuscript
annotation by Vincenzo Scamozzi. Taken from Scamozzi’s copy of Sebastiano
Serlio, Il terzo libro (Venice: 1551) 72
IMAGE © ZENTRALINSTITUT FUR KUNSTGESCHICHTE, MUNICH

Italy, but was still fighting to gain supremacy in Italy; during the Second Punic
War Hannibal had almost conquered the city. All this was well known to
Renaissance historians. these historical circumstances actually do not suggest
that Rome in those days had the capacity to erect huge theatres. I will show on
the following pages that the puzzle of both these curious cases can be solved
when it is placed in the context of the quest for an appropriate past.?

1 Veronese Patriotism and the Arena of Verona

Hardly any other European city was associated with as many expressions
of deep affection as Verona was. The following verses by Giovanni Cotta

5 An earlier, but partially more detailed version of my research is: Giinther H., “Antike
Bauten im venezianischen Hoheitsbereich. Historische Einordnung und Bewertung in der
Renaissance, Einfluss auf die Siulenlehre Palladios und Scamozzis”, Eirene 48 (2012) 60-81.
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(ca. 1480-1510), for example, were repeated several times in Verona during the
Renaissance:

Verona, qui te viderit

Et non amarit protinus
Amore perditissimo,

Is, credo, seipsum non amat,
Caretque amandi sensibus,
Et odit omnes gratias.

Verona, who has seen you

and has not immediately fallen in love with you
with the most awesome love,

he, I think, does not love himself,

and completely lacks the ability of feeling love
and hates all grace.5

The typical declarations of love for Verona were apparently widely known in
Europe. William Shakespeare, in his Romeo and Juliet, paraphrases them in the
verses:

There is no world without Verona walls,
But purgatory, torture, hell itself.

Hence banished is banish’d from the world,
And world’s exile is death [...].7

These intimate verses of national love were also an expression of a nostalgic
retrospect of the great past of the blissful city, once powerful but in more re-
cent times deprived of her autonomy. During the Middle Ages, Verona was
the most important metropolis between Venice and Milan, and in antiquity,
as the Veronese claimed time and again, her splendour was second only to
that of the Eternal City. Her many magnificent ancient monuments exuded
the highest pride. The uncontested highlight was the Arena [Fig. 3.2].8 It was

6 Mistruzzi V., “Giovanni Cotta’, Giornale Storico della Letteratura Italiana suppl. 22—23 (1924)
1-131, esp. 119.

7 Shakespeare, Romeo and Juliet, act 3, scene 3; cf. D’Amico J., Shakespeare and Italy: The City
and the Stage (Gainesville: 2001) 24—25. Héttemann B., Shakespeare and Italy (Vienna etc.:
2011) 184185, 225-240. Fischer R. (ed.), Quellen zu Romeo und Julia, Shakespeares Quellen in
der Originalsprache und deutsch 2 (Bonn: 1922).

8 Maffei Scipione, Verona illustrata (Verona, Jacopo Vallarsi e Pierantonio Berno: 1731-1732),
vol. 4, 68-135; Coarelli F. — Franzoni L., Larena di Verona (Verona: 1972); Arich D. — Spalviero F.,,
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FIGURE 3.2 EneaVico (engraver), The Arena of Verona (ca. 1550) with the (fake) building
inscription (bottom left). Engraving, 52.4 x 88.2 cm
IMAGE © RIJKSMUSEUM, AMSTERDAM

famous throughout Europe. In Antoine Desgodets’ Les édifices antiques de
Rome (1682) the Arena is the only monument outside Rome the author deems
worthy of consideration. Andrea Palladio listed the arenas of Verona and Pola
together with the Colosseum as being among the great monuments of Rome’s
flourishing period.® The Veronese often emphasized that their Arena was bare-
ly ranked behind the Colosseum, the greatest Roman amphitheatre preserved.
Pietro Donato Avogaro and similarly Giovanni Agostino Panteo even praised
the Arena as

[...] this noble amphitheatre, the biggest building of all that have ever
been erected by the hands of men, even destined for eternity, with
which neither the miraculous pyramids can be compared [...] nor can

LArenadiVerona: duemila anni distoria e dispettacolo (Verona: 2002); Weiss R., The Renaissance
Discovery of Classical Antiquity (Norwich: 1988%) 117-118.; Golvin J.-C., Lamphithédtre Romain,
vol. 1 (Paris: 1988) 169-173; Gros P., Larchitecture romaine du début du I1I° siécle av. J.-C. a la
fin du Haut-Empire, vol. 1 (Paris: 20022) 317-345. The graphic reproductions of the Arena are
reproduced by Schweikhart G., Le antichita di Verona di Giovanni Caroto (Verona: 1977), Figs.
29-59.

9 Andrea Palladio, Scritti sullarchitettura (1554-1579), ed. A. Puppi (Vicenza: 1988) 158.
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the stupendous labyrinths invented by human ingenuity [...] nor these
amphitheatres which one can see in Rome or Pola.

[...] amphitheatrum illud nobile, opus maximum omnium, quae unquam
fuere humana manu facta aeternitatis etiam destinatione, cui neque
pyramidum miracula [...] neque labyrinthorum portentosissima humani
ingenii opera neque eorum, quae Romae et Polae visuntur, comparari
possunt.1°

Although large parts of the outer ring wall had collapsed due to an earthquake
in 1117, Renaissance writers often referred to the Arena as the best-preserved
building for spectacles because the cavea was — and still is — better preserved
there than anywhere else. Here it was possible to verify what Vitruvius wrote
about the cavea of theatres. One of the many foreign visitors to the Arena
emphasized that here was the rare occasion to proof the acoustics of ancient
theatres in reality.!! The cavea is so well preserved because the Arena was pro-
tected by the city government and used for performances even during the
Middle Ages and afterwards. This tradition continues with the Opera Festivals
today as an international attraction.

The outer ring wall of the Arena has three storeys of arcades [Figs. 3.2—3.4];
it is completely rusticated; in the first two floors, between the arcades there
are extremely slender pilasters, while the pilasters on the third floor are ei-
ther extremely broad or narrow. Based on the capitals, the entire articulation
might be assigned to the Doric order, but the bases are missing and the entab-
latures with their rich mouldings cannot be connected with any specific order
of columns.

10  Avogaro Pietro Donato, De viris illustribus antiquissimis qui ex Verona claruere, ca. 1493,
ed. in Avesani R., “Il ‘De viris illustribus antiquissimis qui ex Verona claruere”, Italia me-
dioevale e umanistica 5 (1962) 1-84, esp. 68-84, for the Arena: 77-78. Panteo Giovanni
Agostino, De laudibus Veronae (Venice, Bernardino Vitali: 1505), fols. P Iv-IIr. Esch A.,
“Staunendes Sehen, gelehrtes Wissen: zwei Beschreibungen rémischer Amphitheater
aus dem letzten Jahrzehnt des 15. Jahrhunderts”, Zeitschrift fiir Kunstgeschichte 50 (1987)
385-393, esp. 385—388, 392—393; idem, “Anschauung und Begriff. Die Bewiltigung fremder
Wirklichkeit durch den Vergleich in Reiseberichten des spiten Mittelalters”, Historische
Zeitschrift 253 (1991) 281312, esp. 309—311.

11 Fichard Johann, Italia (1536), ed. ].C. von Fichard, Frankfurterisches Archiv fiir dltere deut-
sche Litteratur und Geschichte 3 (1815) 129.
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FIGURE 3.3 Arena of Verona (first half of the first century AD), remains of the outer wall
IMAGE © AUTHOR
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FIGURE 3.4

Arena of Verona, elevation and
details of the articulation. From:
Sebastiano Serlio, I/ terzo libro
(Venice: 1540)

IMAGE © AUTHOR

2 Dating of the Arena of Verona in the Renaissance

Regarding the circumstances of the construction of the Arena of Verona, there
is nothing handed down in ancient sources. Early in the fifteenth century, the
Veronese were amazed at this lack of information, since otherwise ancient
writings mention great monuments, such as the Colosseum. The best exam-
ple of the discussion on the phenomenon may be found in the long eulogy to
Verona written by Francesco Corna in 1477. It treats all the antiquities of the
city; twelve whole stanzas are devoted to the Arena.!? Corna reports that the
opinions about the origins of the Arena varied widely: some thought that it
was built by one of the seven kings of Rome (ca. 750-500 BC) or by a Roman
consul or by King Theoderic of the Ostrogoths (died 526 AD in Ravenna). Coma
held that all these opinions were wrong and instead dated the Arena to the era

12 Corna da Soncino Francesco, Fioretto de le antiche croniche de Verona e de tutti i soi confini
e de le reliquie che se trovano dentro in ditta citade, eds. G.P. Marchi — P. Brugnoli (Verona:
1973) 55—59, stanzas 149-161.
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of Augustus. We shall return to the dating later. However, that is not the main
point of the discussion: Corna sought an explanation for the phenomenon
that the Arena’s founder is not known. He considers it unlikely that a single
man founded this theatre; because of the magnificence of the monument, his
name would be known and he would be famous as a great ruler. Corna solves
the problem by this argument: ‘In truth it is most probable that the people
as a community had made it to exalt their native city with great praise, glory
and condition, for they used to make buildings with great art everywhere’!3
I suppose that this idea derives from the Latin signature ‘Senatus Populusque
Romanus’, which in many ancient inscriptions, official documents, and other
writings rhetorically attributes the authority or the responsibility for an ac-
tivity, and in particular a building initiative, to the Roman people. Even a
Veronese municipal council decree of 1568 regarding a restoration of the Arena
considers it most probable that the community of the Veronese citizens had
constructed the Arena.!* Here, fervent patriotism created a profaned version
of the medieval report of how all the people in common collaborated in the
construction of the cathedral of Chartres.'>

The dating of the Arena to the golden era of Augustus had its origins in the
Middle Ages. The first person to adopt it during the Renaissance was Ciriaco
d’Ancona, and then this practice became normal in Verona.! This had to do
with the fact that in Verona and in other northern Italian places Vitruvius was
considered a native of Verona, because the Arco dei Gavi in Verona bears an
inscription indicating that it had been built by an architect named Lucius
Vitruvius Cerdo, and this person was identified as being the author of the

13 Corna, Fioretto, stanza 159: ‘Queste cotal ragione a mi non pare / aver de fede vera conclu-
sione, / ma inver piu presto lo facesse fare / el populo per sua communione, / vogliando
lor la sua patria exaltare / de grande fama, laude e condizione: / ché gli era usanza quasi
in ogni parte / fare qualche edificio con grande arte’.

14  Cf. below, note 54.

15  Letter of the Abbot Haimo of St-Pierre-sur-Dives (Calvados) to Tutbury Priory in England
1145. Kimpel D. — Suckale R., Die gotische Architektur in Frankreich 1130-1270 (Munich:
1985) 72.

16 Ciriaco d’Ancona, Itinerarium, ed. Laurentius Mehus (Florence, Giovanni Paolo
Giovannelli: 1742) 28. Cited by Sarayna Torello, De origine et amplitudine civitatis Veronae
(Verona, Antonio Putelleti: 1540), fols. 13r—15r; and Panvinio Onofrio, Antiquitatum
Veronensium libri VIII (Passau, Paolo Frambotto: 1648) 93—-95, who also evokes a ‘very
old’ chronicle. Maffei, Verona illustrata vol. 4, 68—69. Marchi G.P., “Ciriaco negli studi
epigrafi di Scipione Maffei”, in Paci G. — Sconocchia S. (eds.), Ciriaco dAncona e la cultura
antiquaria dellumanesimo (Reggio nell’Emilia: 1998) 453-467, here 460—461. Ciriaco
d’Ancona visited Venice several times, and in 1423 he visited Pula, cf. Colin J., Cyriaque
dAncéne. Le voyageur, le marchand, 'humaniste (Paris: 1981) 36—38.
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famous treatise of architecture from the era of Augustus [Fig. 3.5].17 It was not
only a patriot like Francesco Corna who accepted this identification — even
the critical Antonio da Sangallo did so as well when studying the monument.!®
In the Renaissance, the citizens of Verona exalted the great personalities of
antiquity who originated from their native town, like the ancient buildings as
a badge of honour for the city. Among them were both Plinys, the authors of
the Natural History and of the Letters, respectively, which were most important
for architecture, too. The ancient personalities are represented by the statues
on top of the Loggia del Consiglio, which was built in the late fifteenth century
opposite the town hall of Verona at the Piazza dei Signori [Fig. 3.6]. Vitruvius
stands over the corner of the building between the Piazza dei Signori and the
main street leading from there to the cathedral. The attribution of the Arco dei
Gavi was often also transferred to the Arena, at first by Ciriaco d’Ancona and
Filarete, then by the Venetian historian Marino Sanudo and many others.®

In 1540, the Veronese lawyer and antiquarian Torello Sarayna published a
treatise about the antiquities of Verona which was richly illustrated with large
woodcuts [Figs. 3.5 and 3.7].20 It was the first treatise on local antique architec-
ture outside Rome ever printed. The book is imbued with the same passionate
love for the native city as Corna’s eulogy was. The above-quoted epigram by
Corna is printed at the beginning of Sarayna’s work. Sarayna emphasizes that
only Rome is as rich in ancient monuments as Verona, and he praises the great
men of ancient Verona, including Vitruvius, the author of De architectura.

As usual, Sarayna treats the Arena most extensively.2! He repeats that the
cavea is particularly well preserved and that only the Colosseum surpasses
the Arena in size, but the Arena is more elaborate, as it is built of marble. In
view of its magnificence, he also dates it to the golden era of Augustus. As with

17  Gallerani PI, “Andrea Mantegna e Jacopo Bellini, percorsi epigrafici a confronto”, Aquileia
nostra 70 (1999) 177—214, esp. 191-197; Beltramini G., “Mantegna e la firma di Vitruvio”, in
Marini P. - Marinelli S. (eds.), Mantegna e le arti a Verona 1450-1550 (Venice: 2006) 137-144.

18  Gallerani, “Mantegna e Bellini” 191-197; Beltramini G., “Architetture firmate nel
Rinascimento italiano”, in Beltramini G. — Burns H. (eds.), Larchitetto: ruolo, volto, mito
(Venice: 2009) 49—66, 52—53. For the opinion of Antonio da Sangallo on the Arco dei
Gavi, cf. Uffizi, GDSU A 1382: ‘Questo archo ¢ di mano di Vetruvio ed & bellissimo’. Cf. also
Vasori O., I monumenti antichi in Italia nei disegni degli Uffizi, ed. A. Giuliano (Rome: 1981)
no. 125.

19  Ciriaco d’Ancona, Itinerarium 28. Cited by Sarayna, Verona fol. 13 v. Averlino Antonio detto
il Filarete, Trattato di Architettura, ed. A M. Finoli — L. Grassi (Milan: 1972) 337. Sanudo
Marino, Itinerario di Marin Sanuto per la terraferma Veneziana nellanno MCCCCLXXXIII,
ed. R. Brown (Padua: 1847) 101.

20 Sarayna, Verona.

21  Sarayna, Verona, fols.13 v—151, and 37 v.
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FIGURE 3.5 Arco dei Gavi, Verona. From: Torello Sarayna,
De origine et amplitudine civitatis Veronae
(Verona: 1540)
IMAGE © AUTHOR

FIGURE 3.6 Verona, Loggia del Consiglio
IMAGE © AUTHOR
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FIGURE 3.7 Porta dei Borsari. From: Verona, in Torello Sarayna, De origine et amplitudine
civitatis Veronae. (Verona: 1540)
IMAGE © AUTHOR

Francesco Corna, it appears as a sign of the ancient freedom of Verona, since
Sarayna also claims that it was founded not by a single person or Roman poten-
tate, but by the community of citizens.

The ancient monuments also influenced the new architecture in Verona,
Venice, and the Veneto. Mauro Codussi had already imitated some of its mo-
tives in Venice; Giovanni Maria Falconetto and others took the Arco dei Gavi
as a model for the unusual idea of signing their own buildings.?2? Michele
Sanmicheli imitated elements of the Arena and the Porta dei Borsari [Fig. 3.7].

22 Burns H., “Le antichita di Verona e l'architettura del Rinascimento’, in Marini p. (ed.),
Palladio e Verona, exh. cat. (Verona:1980) 103—118. Beltramini, “Architetture firmate” 54—61.
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The Palazzo Bevilacqua is the main example of this: it adopts on the ground
floor the articulation of the Arena, with its slender rusticated pilasters, and
upstairs it takes on that of the nearby Porta dei Borsari, with its special window
frames and spiral fluting of the columns.

3 Sebastiano Serlio’s Opinion on the Arena of Verona

This ideal world was disrupted by Sebastiano Serlio after he had settled in
Venice. He had become famous as a theorist of architecture for his book on
the orders of columns published in 1537, which was the first profound trea-
tise dedicated to that matter. Before he moved to Venice, he had lived in
Rome, where he thoroughly studied the ancient monuments. A few months
before Sarayna’s book appeared, Serlio published his work on the antiquities
of Rome and of all Italy, which would remain a classic in the field until the
end of the seventeenth century.23 As he states explicitly, the main aim of this
work was to teach its readers how to differentiate between good and bad ar-
chitecture.?* In his presentations of the ancient buildings, he evaluates them.
Thereby the ancient buildings of Verona come off quite badly. Serlio rejects
the claim that Vitruvius was the architect of the Arco dei Gavi,?> and by conse-
quence also the assumption that he was a native from Verona and might have
built the Arena is cancelled. Moreover, Serlio criticizes some monuments of
Verona for violating the classical rules. He disqualifies the Porta dei Borsari of
being so ‘barbaric’ that it was not even worthy of being recorded in his book at
all [Fig. 3.7].26

The Arena, however, was too famous to be so overtly attacked. Therefore,
Serlio makes a detour: he only remarks briefly that the Arena is made in the
same style as the Arena of Pola.2” This makes sense [Figs. 3.4 and 3.8]. But then
Serlio delivers the verdict that was quoted already above in a later, distorted
version:

23 Serlio Sebastiano, Il terzo libro, nel qual si figurano & descrivono le antichita di Roma & le
altre, che sono in Italia & fuori d’Italia (Venice, Francesco Marcolini: 1540).

24 Giinther H., “Sebastiano Serlios Lehrprogramm’, in Boschetti-Maradi A. — Kersten W.
(eds.), Fund-Stiicke — Spuren-Suche, Zurich Studies in the History of Art 17/18 (Berlin: 2011)
494-517.

25  Serlio, Il terzo libro (1540 edition) 131.

26  Serlio, Il terzo libro (1540 edition) 141.

27  Regarding the architectural members: ‘le quali hanno forma diversa da quelle di Roma,
e paion de la maniera di quelle de 'Amphitheatro di Pola’ Serlio, I terzo libro (1540 edi-
tion) 74.
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FIGURE 3.8 The Arena of Pola, elevation und details of the articulation. From: Sebastiano
Serlio, Il terzo libro (Venice: 1540)
IMAGE © AUTHOR
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The manner of this articulation [of the Arena] is obviously very different
from that used in Rome and I for my part would not adopt such members
in my works, but avail myself willingly of those of the Theatre in Pola,
as they are of a better manner and better conceived; I am sure that this
was a different architect than this one; and by chance he was a German,
because the members have something of the Germanic manner (maniera
tedesca).?8

Please observe the slight but grave differences from the text of the distorted
version: in the original version a Germanic architect should have built not the
Colosseum, but the arena of Pola, and hence that of Verona. In the next chap-
ter I will discuss the reason for this change.

I suppose that in the original context Serlio did not intend to refer to the
Germanic tribes as described by Tacitus, but to the Ostrogoths, who settled
in northern Italy and Dalmatia during the sixth century. It was well known
in the Renaissance that the king of the Ostrogoths, Theoderic the Great, had
established a residence in Verona.?® This fact was distorted during the Middle
Ages into the legend that Theoderic had built the arenas of Verona and Pola
and had even dwelt there.3° The Arena of Verona was also known as ‘the palace
of Theoderic'. As mentioned above, Francesco Corna reports this as one of the
opinions about the person who had built it and it was repeated by many for-
eign visitors of Verona during the Renaissance. It was particularly attractive for
German visitors because they identified Theoderic with Dietrich of Bern, the
hero of the Nibelungen saga who was king of ‘Bern’ or ‘Dietrichsbern’ — the old
German name for Verona. In 1521, Count Palatine Ottheinrich still remarked
during his visit in Verona:

28  Serlio, Il terzo libro (1540 edition) 78: la maniera di questi corniciamenti & molto diffe-
rente da quelle di Roma, come si puo vedere ed io per me non faria tal cornice [instead of
‘cornici come quelle de 'Amphitheatro di Roma), as in the edition of 1544 ] ne le mie opere:
ma di quelle del theatro [instead of: ‘de 'Edificio’ of the 1544 edition] di Pola si bene me
ne servira: perche elle sono di miglior maniera e meglio intese, e tengo per certo che quel
fusse un‘altro Architetto differente da questo e per aventura questo fu Tedesco: percioche
le cornici [missing: ‘del Coliseo’] hanno alquanto de la maniera tedesca’.

29 Cassiodorus, Variae X, 27; X11, 27. Procopius, Bellum Gothicum 11, 12. Excerpta Valesiana 71.
Cf. the articles ‘Theoderich) ‘Verona, and ‘Ticinum’ in Pauly-Wissowas Realencyklopdidie
des Classischen Altertums; Flavio Biondo, Italia illustrata (Basel, Officina Frobeniana: 1531)
345; idem, Le historie da la declinatione de I'Impero di Roma insino al tempo suo, trans.
L. Fauno (Venice, Michele Tramezzino: 1543-1550), vol. 1, fols. 24r, 251, and 178v.

30  Coarelli — Franzoni, Arena di Verona 69—70. Esch, “Staunendes Sehen” 39o.
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[...] T have seen a great Colosseum, in which Dietrich of Bern dwelt.3!

Someone who was able to found complex buildings, such as S. Vitale and the
Mausoleum in Ravenna, could also be trusted to have built the arenas of Verona
and Pola. However, the casual expression ‘per avventura questo fu Tedesco’ (by
chance this was a German) suggests that behind the attribution of the arenas
to an Ostrogothic architect Serlio hid some irony about the medieval Veronese
tradition.

4 First Responses to Serlio’s Opinion

Torello Sarayna reacted furiously to Serlio’s book on ancient buildings.
On the back side of the title page of his book Sarayna had printed a warn-
ing to the reader. It states that a certain Sebastianus Sergius from Bologna
had published a book in which he treats some monuments of Verona along
with many antiquities, but as he had not seen them for himself, he had either
carelessly deformed what he had taken over from others, or had consciously
distorted it.32

Sarayna was a powerful personality. Even today, his sumptuous tomb and
the huge altar screen erected by him in S. Fermo in Verona hold up his wealth
before our eyes. Serlio would suffer for having degraded the monuments of
Verona. One year after the publication of his book on ancient buildings, he
was promoted far away from Venice, in France, with the help of Pietro Aretino.
Guillaume Philandrier, while staying in Venice as the secretary of the French
ambassador there, had worked amicably with Serlio, but in 1544 in his com-
mentary on Vitruvius he distanced himself from Serlio because he had pub-
lished his book on ancient buildings very precipitously.33 Then followed such
a stream of criticism that Egnazio Danti wrote some forty years later: ‘I do not

31 Hertzog Ott Heinrichs raifSbeschreibung in Palaestinam, ed. and trans. in Reichert F., Die
Reise des Pfalzgrafen Ottheinrich zum Heiligen Land 1521 (Regensburg: 2005) 102243,
here 108-109: ‘unndt hab do geseh<en> ein grofle Colise, do der Berner in gewohnt hat’.
Indicated to me courtesy of Hanns Hubach.

32 ‘Hic te admonendum lector putavimus, quod ante hanc nostram impressionem, quidam
Sebastianus Sergius [sic] Bononiensis inter multorum locorum antiquitates, quarum
volumen ab se compositum dedit, Veronensium etiam monumentorum aliquot se anti-
quarium professus est, quae, quia ipse non vidit, imprudenter fortasse ab alterius incuria
sumpta, aut non recte designavit, aut non cognita subticuit. [...]"

33  Philandrier Guillaume, In decem libros M. Vitruvii Pollionis de architectura annotationes
(Rome, Giovanni Andrea Dossena: 1544) 137.
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know any architect who would not extensively use his works, although I have
seen few who do not criticize these works’3+

In 1544 the second edition of Serlio’s book on ancient buildings was pub-
lished. As Serlio was absent from Italy then, the publisher could eliminate the
derogatory treatment of the Arenas of Pola and Verona. He did so by redirect-
ing Serlio’s attribution regarding a German architect from the Arena of Pola
towards the Colosseum. In this way the bizarre attribution of the Colosseum
to a German architect came into being. Although the frivolous substitution is
just a joke that evokes the evil tongue of Pietro Aretino, it remained in all later
Italian editions of Serlio’s book on ancient buildings, but it usually was not
adopted in the translations published in foreign countries.

However, Serlio’s critical attitude could not be easily dismissed after some
great architects had come to northern Italy who, like Serlio, had been shaped
by the classicism of the Roman High Renaissance: Michele Sanmicheli re-
turned to Verona, Jacopo Sansovino was appointed state architect of Venice,
and Giulio Romano had moved to Mantua as court architect. The Doric ar-
ticulations, which all three of them used in many buildings, usually follow the
rules established in Rome and are in obvious contrast to the articulation of the
Arena of Verona. The identification of the architect of the Arco dei Gavi with
the author of the Augustean architectural treatise became obsolete after the
curators of its major editions, Fra Giocondo and Cesariano, had abandoned it.
Also Philandrier agreed with their opinion.

5 Dating of the Arena in Early Periods of Italian Architecture

Nevertheless, there remained a way to save the honour of the Arena. This path
branches out from the two other old opinions that Francesco Corna reports
on the origins of the Arena, namely that it was founded either by one of the
kings of Rome or by a Roman consul. The “seven mythical kings of Rome”
means the seven mythical kings of Rome from the Etruscan period, i.e. from
Romulus to Tarquinius Superbus. It was well known that the Etruscans also
populated parts of northern Italy. Flavio Biondo already stated that they had
founded Mantua.35 I suppose that Leon Battista Alberti wanted to revive this
heritage with his idea of giving S. Andrea in Mantua the form of an Etruscan

34  Barozzi da Vignola Jacopo, Le due regole della prospettiva practica, ed. E. Danti, (Rome,
Francesco Zannetti: 1583) 82: /[...] nessuno Architetto ho mai conosciuto, il quale non si
serva grandemente dell'opere sue, se bene rari n’ho visti, da'quali dette opere non siano
biasimate’.

35  Biondo, Italia illustrata (Basel, Officina Frobeniana: 1531) 360.
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temple.36 Sarayna tries to prove in detail that the Etruscans also founded
Verona. For this, he refers to the fragments of the Elder Cato’s Origines; how-
ever, he did not refer to what is known of the work today, but to one of the
forgeries that Annio da Viterbo edited together with his notorious Berosus fal-
sification in 1498 and to which many Italian humanists, as well as Scamozzi,
gave credence.3”

The early dating apparently belongs in the context of the competition be-
tween cities for the oldest tradition. In Italy as well as elsewhere, many cities
claimed that Trojan heroes had founded them; so, in the vicinity of Verona,
Padua had her origins traced back to Antenor. Therefore, the Veronese could
not but pretend that the foundations of their city had been laid before the Fall
of Troy and before Antenor came to Italy.3® Sarayna argued that Verona had
originated in Babylonian times.3® Marin Sanuto writes in 1483 that Shem, a
son of Noah, had built the first city of Verona.*? As Sarayna further reports fur-
thermore, during recent construction works, caves were discovered in Verona
that looked just like those Vitruvius had described as the earliest dwellings of
mankind.* Thus, the first human beings might have settled in the place. About
the same time as, Corna composed his elegy on Verona, Sigismund Meisterlin
wrote his chronicle of Augsburg in which he gave a vivid description of the
life the descendants of Noah's son Japhet led in Europe and how they began to
build primitive dwellings.*?

About the Roman consul whom some believed to be the founder of the
arena of Verona, Francesco Corna stated that he was involved in the battles
of Bedriacum (69 AD), from which Vespasian emerged as the victor and sub-
sequently rose to the rank of emperor.*® However, the consul then took on an

36 Krautheimer R., “Alberti’s templum etruscum’, Miinchner Jahrbuch der bildenden Kunst 12
(1961) 65-73.

37 M. Porcius Cato, “Fragmenta ex libris originum”, in Fragmenta vetustissimorum auctorum
summo studio ac diligentia nunc recognita, ed. Annio da Viterbo (Basel, Johannes Bebel:
1530) 6; Nanni Giovanni, Le antichita di Beroso Caldeo sacerdote. Et daltri scrittori cosi
Hebrei, come Greci, Latini, che trattano delle stesse materie, trans. F. Sansovino (Venice,
Altobello Salicato: 1583) 62.

38  Valerini Adriano, Le bellezze di Verona. Nuovo ragionamento (Verona, Girolamo Discepoli:
1586) 8.

39  Sarayna, Verona fol. 5v.

40 Sanuto, Itinerario 96.

41 Sarayna, Verona fol. 7 r.

42 Meisterlin Sigismund, Ein schone Cronick und Hystoria, wye nach der Synndtflufs Noe
die teutschen, das streitpar volck, iren anfang enpfangen haben (Augsburg, Melchior
Ramminger: 1522), fol. 4 v.

43 Sartori F., “Un fabbro umanista del ’400: Francesco Corna da Soncino”, in Accademia di
agricoltura, scienze e lettere di Verona (ed.), Il Territorio Veronese in eta Romana. Convegno
del 22—23-24 ottobre 1971: atti (Verona: 1973) 691-727, esp. 721-722.
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entirely different identity. The new version was advanced in a debate about the
Arena which was conducted in 1526 during a dinner at the court of Marquis
Federico 11 of Mantua. Perhaps it was Giulio Romano who raised the issue,
as he had just begun building the Palazzo Te on behalf of the Marquis. The
rustica that he had extensively adopted to decorate the palace might have
attracted the interest of the courtiers in the Arena of Verona, and perhaps
Giulio, as a scholar of Raphael, had already criticized the articulation of the
monument. The Count Ludovico Nogarola, a learned gentleman from Verona
who had been brought to the court of Mantua by the future Cardinal Ercole
Gonzaga, was then asked who had founded the Arena, and answered in a way
that seems to have been intended to protect the monument of his hometown
against such criticism: a monk, he said, had indicated to him that at S. Frediano
in Lucca there was a building inscription commemorating as the founder a
person named L.Q. Flaminius. After he had returned to Verona, the count
wrote a letter to the marquis where he records the discussion for posterity and
strengthens his answer by reproducing in extenso the inscription that Scamozzi
later annotated on Serlio’s representation of the Arena (albeit with some small
variations) — thus proving the great antiquity of the monument.*#

Although its magnificence suggested a date in the Augustean era for the
Arena, apparently it was also imaginable that such a building had already
been built in the early days of Rome. Sarayna reports that theatres and amphi-
theatres were already common in Greece and Italy before the Romans seized
power, and this was still confirmed by Scamozzi.#> Statilius Taurus erected
the first amphitheatre in Rome (29 BC), but ancient writings report that a
gladiator battle was fought in Rome as early as 264 BC and that circuses had
existed in Rome as early as in the time of the kings and the republic: King
Tarquinius Priscus founded the Circus Maximus, while the censor and later
consul C. Flaminius Nepos founded the Circus Flaminius only ca. 30 years after

44 ‘L. Q. Flaminius roman. cons. ac universae / Greciae domitor, Amphitheatrum Veronae /
Sumptibus propriis a fundamentis erexit/ Anno ab urbe condita DIIT': Archivio di Stato
Mantova, A.G., Busta 1560. Biadego G., “Una falsa iscrizione intorno all' Anfiteatro di
Verona’, Atti della R. Accademia delle Scienze di Torino 40 (1904-1905) 86—93. Brown C.M.,
“The decoration of the private apartment of Federico II Gonzaga on the pianoterreno
of the Castello di San Giorgio”, in Belfanti C.M. — D’Onofrio F. — Ferrari D. — Guerre C.M.
(eds.), Stati e Citta. Mantova e ['Ttalia Padana dal secolo XIII al XIX (Mantua: 1988) 315—
343, esp. 326.

45  Copy of a draft of Scamozzi’s fourth book of the Idea, on theatres, in the Biblioteca
Bertoliana, Vicenza, MS 3314, p. 4. Lippmann W,, “Frammenti del manoscritto inedito
del 1v libro dell'ldea della architettura universale: i due capitoli su teatri e anfiteatri’, in
Barbieri F. - Beltramini G. (eds.), Vincenzo Scamozzi1548-1616 (Venice: 2003) 479-482: ...
I'uso degli Amphitheatri pare antichissimo non solo appresso a Greci |...].
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the alleged creation of the Arena of Verona by the consul Quintus Flaminius.*6
The shape of the circuses is not mentioned, but Pliny’s description of the leg-
endary grave of King Porsenna testifies that a colossal Etruscan monument
already existed around 500 BC.#” Daniele Barbaro writes in his comment on
Vitruvius that Vitruvius had treated the Etruscan way of building, because ar-
chitecture did arise first by the Etruscans and because their kings had built
many generous monuments and buildings.*® In the Palazzo d’Arco at Mantua,
Giovanni Maria Falconetto depicted the appearance of Mutius Scaevola before
Porsenna against the background of an amphitheatre similar to the Arena of
Verona (ca. 1515).49

The foundation inscription of the Arena of Verona is a fake.5® As initially
mentioned, it contains obvious inconsistencies. Its strange location far from
Verona, in Lucca, and the monk from Lucca as reporter of the inscription seem
to have been invented as a classical rhetorical device to absolve Count Nogarola
from responsibility for the fake. Verona as the native town of Felice Feliciano
was a centre of humanistic epigraphy and of inventing ancient inscriptions.>!
I doubt whether the count was really serious about the inscription. His story
might as well have been an intellectual play, as they were common in the
courtly societies of the Renaissance. Mantua was a centre of courteous cul-
ture, and vivid testimonies of the wit cultivated there have been passed down.>2

Anyway, for a long time nothing more was heard of the faked inscription.
Sarayna and some later authors do not take it into account. The Antiquitates
Veronenses by the great historian Onofrio Panvinio (1529-1568), and an engrav-
ing published in 1560 in Rome by Antonio Lafreri retained Sarayna’s dating of
the Arena to the Augustean era.5 Afterwards, a dating even to late antiquity

46 Livy, History 111, 54, 15.

47  Pliny, Naturalis historia XXXv1, 91, 93. Fane-Saunders P., Pliny the Elder and the Emergence
of Renaissance Architecture (Cambridge: 2016) 271—275.

48 Barbaro Daniele, I dieci libri dellarchitettura di M. Vitruvio (Venice, Francesco de’
Franceschi — Christoforo Chrieger: 1567) 193.

49  Signorini R., Il palazzo d’Arco in Mantova: da casa a museo (Mantua: 2016) 52—88.

50 CILV,1,36—42, no. 411.

51 Mitchell C., “Archaeology and Romance in Renaissance Italy”, in Jacob E.F. (ed.), Italian
Renaissance Studies (London: 1960) 455—483, here 480-481; idem, “Felice Feliciano’,
Proceedings of the British Academy 47 (1961) 197—221. Grafton A., Forgers and Critics:
Creativity and Duplicity in Western Scholarship (London: 1990).

52 Cf,, for example, Giinther H., “Badekultur in der italienischen Renaissance”, in Deutsch K.
— Echinger-Maurach C. — Krems E.-M. (eds.), Hofische Béider in der Frithen Neuzeit (Berlin
— Boston 2017) 2545, esp. 39, 43—44-

53  Schweikhart, Antichita di Verona Fig. 46. Panvinio, Antiquitatum Veronensium 93.
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emerged.5* However, in 1550 the historian Leandro Alberti from Bologna pub-
lished the faked inscription in his scholarly guidebook of Italy, which had ten
further editions in Venice until 1631, as well as two German translations.5> He
presents the fake as a serious document and deduces from it that the Arena
is very old. From then on, the false inscription appeared again and again in
books and illustrations as a basis for dating the Arena of Verona [Fig. 3.2]. In
1560 Giovanni Caroto, who had supplied the illustrations in Sarayna book on
the antiquities of Verona, inserted it in his own picture book The Antiquities of
Verona, which he had published with the intention to ‘represent the grandeur
and inestimable magnificence of his hometown’ as, no less than Sarayna’s, also
‘his soul was always inflamed to make himself and his nation immortal’5¢ Even
the Veronese municipal council decree of 1568 regarding a restoration of the
Arena mentions the consul as its founder.57 In this frame belongs the gloss of

54  Sigonio Carlo, Historiarum de Occidentali Imperio libri XX (Basel, Thomas Guarini:
1579) 30

55  Alberti Leandro, Descrittione di tutta Italia (Bologna, Anselmo Giaccarelli: 1550), fol. 4131
‘L. V. Flaminius Rom. Cons. ac universae Graeciae Domitor, Amphitheatrum Veronae
propriis sumptibus erexit Anno ab Urbe Condita. b.111". Marijke Ottink (Commission for
the edition of the Thesaurus Linguae Latinae, Bayerische Akademie der Wissenschaften)
indicated to me a somewhat strange article by Ridolfi M., “Sopra alcuni quadri di Lucca
restaurati: ragionamento quinto”, Atti della R. Academia Lucchese di scienze, Lettere ed Arti
14 (Lucca: 1853) 299—391, esp. 306—308. There, the inscription published by Leandro is
quoted in the following manner: ‘L. Q. Flaminius C. / Ac universae Graeciae domitor /
Amphitheatrum..... /.......... Veronae / S........ /An. ab Urbe cond ... DIV..... According
to Ridolfi, Alberti filled the lacunae as follows: ‘[...] / Amphitheatrum hoc |/ Sicut illud
Veronae / Suis expensis fieri curavit /| Anno ab Urbe condita DLXIII’ (emphasis mine).
In reality, this deviates from Leandro’s transcription. There is no explanation for Ridolfi’s
version.

56  Caroto Giovanni, De le antiquita de Verona con nuovi agionti (Verona, Paolo Ravagnan:
1560). Schweikhart, Antichita di Verona pl. 60; preface: ‘Essendomi gia molto per spasso
& utilita dell'architettura et anchora dilettato di investigar, ritrovar & ritrar in disegno
anticaglie di molte sorti & havendone abundantemente ritrovate nella patria mia, le quali
in molti modi mi hanno dato maraviglia, parte per bellezza & artificioso lavoro, ch’io ho
veduto & notato in quelle, parte perche da loro mi e stata rappresentata la grandezza & la
magnificenza inestimabile, nella quale si puo facilmente giudicare esser stata nobilissima
& antichissima la citta di Verona mi venne voglia di metterle in stampa & farne parte
a tutti ... & cosi mostrar a tutto il mondo 'amplitudine & grandezza della nostra citta’
Subsequent first eulogy on Caroto: ... Il Carotto alto e divino/ In cui fu sempre mai l'anima
accesa/ Di far se stesso e la Patria immortale’.

57 Biadego, “Una falsa iscrizione” 86: ‘Amphitheatrum nostrum, quod Arena nuncupatur,
spectaculis et ludis publicis destinatum a Quinto Flaminio Romano Proconsule, ut ferunt,
seu potius a Republica Veronensi conditum’.
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Scamozzi on Serlio’s representation of the Arena. It seems to be copied from
Caroto.58

How Leandro and others came to know the false inscription and to take
it seriously, I do not know. Leandro does not reveal his reasons; instead,
he cites only Sarayna as the source of his information on the antiquities of
Verona. From Sarayna, he adopts inter alia the argumentation based on the
false Cato that the Etruscans had founded Verona.>® But Leandro was not the
only source for the dissemination of the fake inscription, because often — in
all the examples cited above — a version of it that is closer to Nogarola’s letter
than to Leandro’s guidebook was adopted (mainly the initials of the name of
the consul is indicated here as ‘L.Q., instead of ‘L.V as in Leandro). Apparently
Nogarola’s version was circulating in Verona and its surroundings.

6 The Arena of Verona as a Model for the Tuscan Order of Columns

The love for Verona inspired further historical inventions in honour of the city.
For example, the actor with literary ambitions Adriano Valerini writes about
the etymology of her name (1586) that ‘Verona’ is derived either from ‘vera
una, veramente unica e sola di bellezza al Mondo, surpassing Rome and all the
wonders of the world, or it stems from ‘verita’ in the sense ‘that the people of
Verona are honest, which does not apply to many other peoples, especially not
to those of Greece, who forever have the epithet or the gift of being deceptive
and false, if it is permissible to call this vice giftedness’.6°

A more important new invention was the idea to make the Arena of Verona
the model for the Tuscan order of columns. It was assumed that the Etruscans
adopted this order together with the Rustica, i.e. only roughly hewn stonework
as at the Arena, before the Greek orders penetrated into Italy or even before
they had been invented. As was usual in the Renaissance, Andrea Palladio
characterizes the Tuscan order in his Quattro libri (1570) as ‘the most simple
and plain order, because it retains something of its early antiquity and lacks all
the ornamentation that makes the others [the Greek orders] respectable and

58  This is proved by the accordance of the wording in contrast to other early quotes of the
inscription as in the two etchings (one anonymous, dated 1558, the other by Enea Vico ca.
1550), reproduced by Schweikhart, Antichita di Verona Figs. 44—49.

59  Sarayna, Verona fols. 3r-4 v.

60 Valerini, Bellezze di Verona 8—9: ‘Molto pitt mi piace il nome di Verona, che di Brennona,
poi che discende dalla verita, che dinota i Veronesi ef3er veraci, il che die molti atri popoli
non aviene, e particolarmente di quelli della Grecia, laquale ha per epiteto perpetuo, &
per dote, I'efler mendace, e bugierda, se pero € lecito che il vitio si chiami dote’,
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Tuscan Order. From: Sebastiano
Serlio, Regole generali di architettura
(Venice: 1537)
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beautiful'. He bases his opinion, as he says, on ‘what Vitruvius says and what
can be seen in reality’%! Indeed, the source for the design of the Tuscan order
hitherto had been the description of the Etruscan temple by Vitruvius (1v, 7):
The temple had columns of a simplified Doric form and above them a simple
wooden beam and wooden roof. In his book on the orders of columns, Serlio
replaced the wooden beam, as he had learned in Rome, with a stone entabla-
ture, which - like the column - is just a simplification of the Doric one.%? This
design of the Tuscan order became obligatory until nowadays [Fig. 3.9].

61  Palladio Andrea, I quattro libri dellarchitettura (Venice, Domenico de’ Franceschi: 1570)
1, 16: ‘Lordine Toscano, per quanto ne dice Vitruvio, e si vede in effetto, ¢ il pil schietto,
e semplice di tutti gli ordini dell’ Architettura: percioche ritiene in se di quella primiera
antichita, e manca di tutti quegli ornamenti, che rendono gli altri riguardevoli, e belli.

62  Serlio Sebastiano, Regole generali di architettura sopra le cinque maniere de gli edifici cioe,
thoscano, dorico, ionico, corinthio, et composito, con gli essempi dell'antiquita, che per la
magior parte concordano con la dottrina di Vitruuio (Venice, Francesco Marcolini: 1537),
fols. 6 v—8 r. Giinther H., “Gli ordini architettonici: rinascita o invenzione? parte seconda’,
in Fagiolo M. (ed.), Roma e l'antico nell'arte e nella cultura del Cinquecento (Rome: 1985)
272-310.
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In spite of his reference to Vitruvius, however, Andrea Palladio deviated from
the standard design and determined the form of the Tuscan order instead by
following the example of the arenas of Verona and Pola [Figs. 3.4, 3.8, and 3.10].
He confirms this explicitly, but he does not indicate concise reasons for this.63
The rich setting of the members with many profiles might rather speak against
taking the elements of their articulation as a model for an order characterized
by its primitivism. In building practice, Palladio never used the Tuscan order
that he had conceived in theory, but adopted Serlio’s version or something
similar to it. Nevertheless, Scamozzi in his Idea della architettura universale
(1615) followed Palladio’s conception. Like Palladio, he classifies the articula-
tion of the Arena of Verona as Tuscan and takes it as a model for his repre-
sentation of the Tuscan order. However, he added a further thought to it: he
inserts the Doric triglyphs in the frieze because they have evolved from the
primitive wooden construction and he thinks that the Tuscan order should
‘preserve the simplicity of its origins’ [Fig. 3.11].6* The main reasons for Palladio
and Scamozzi to use the Arena of Verona as a model for the Tuscan order were
obviously the alleged very early date of its construction and its uncanonical
style, which they considered a sign of premature architecture because from the
view of Roman classicism it seemed primitive.

7 Conclusion

The various individual facts that have been examined thus far, all together
prove that the souls of many natives of Venice and the Veneto were as inflamed
as that of Caroto to make their nation immortal. Incited by the same patri-
otism, the Venetian publisher distorted Serlio’s text in the second edition of
the book on antique buildings because it degraded the antique monuments
in the terra ferma, and a Veronese gentleman invented a fake inscription to
demonstrate the old age of the Arena of his hometown; after all, Palladio and
Scamozzi altered architectural theory with the same desire that, according to
Scamozzi, induced the Florentines ‘to adopt the Tuscan order or Rustica in

63  Palladio, I quattro libri, lib. 1, 19, sustains that the arenas of Verona and Pola would have
partially the same proportions as the Tuscan order; In lib. 1, 14, he mentions the two are-
nas also as examples of the Rustica.

64 Scamozzi Vincenzo, L'ldea della architettura universal, vol. 11 (Venice, expensis auctoris:
1615) 53-68.
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FIGURE 3.10

Tuscan Order. From: Andrea
Palladio, I quattro libri

D dellarchitettura (Venice: 1570)
IMAGE © AUTHOR

order to preserve their former antiquity’.6® The new historical classification of
the Arena fended off its degradation from the classical perspective, because
the violations of the classical rules were supposed to depend on the structure’s
early date, when architecture was still primitive. Critics might have been scan-
dalized by them, but the advantage of the new classification of the Arena was
that now Verona was the only city and the territory of Venice the only region
with a great monument of the original Italian style, which was later suppressed
by the foreign influence of Greece throughout Italy. Luca Pacioli had criticized
Leon Battista Alberti for having neglected the Tuscan order in his architectural

65 In the indices added to the 1619 edition of Serlio’s complete works Scamozzi added to
the item ‘Edificii d'opera Toscana, e Rustica usati assai da’ Fiorentini 26.t.12.: ‘secondo il
Scamozzi, per mantenere la prima Antichita loro [...]. Cf. Scamozzi, L'ldea della architet-
tura universale, vol. 11, 55.
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Tuscan Order. From:
Vincenzo Scamozzi, Lidea
dell'architettura universale
(Venice: 1615)

IMAGE © AUTHOR

treatise, despite his Tuscan nationality, and thereby not respecting the ‘moral
example that makes it everybody’s duty to fight for the fatherland’66 Palladio
and Scamozzi fulfilled their patriotic duty by creating a Tuscan order after
the model of the Arena of Verona. Modern historians might as well fulfil their
professional duty by placing individual facts and abstract thoughts, which are
handed down, in the frame of a living image of history beyond classifying them
in theoretical categories.

66  ‘non abia osservato in essa el morale documento, qual rende licito a cadauno dovere per
la patria combattere’: Pacioli Luca, De divina proportione (Venice, Antonio Capella: 1509),
fol. 29 v. Bruschi A. — Tafuri M. — Bonelli R. (eds.), Scritti rinascimentali di architettura,
Trattati di architettura 4 (Milan: 1978) 122.
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CHAPTER 4

Tradition and Originality in Raphael: The Stanza
della Segnatura, the Middle Ages and Local
Traditions

David Rijser

However much has changed in Renaissance studies, the iconicity of Raphael’s
School of Athens in the Vatican Stanze tenaciously continues to hold sway,
even when scholars seemingly undermine it by innovative research. Thus a
recent attempt to explore undeniably new ways of looking at functions and
versions of the past in Renaissance culture eventually cedes to ‘the compul-
sion to end the account with Raphael! Concluding their study of the interac-
tion between the “substitutional” (that is, art independent of time, author and
style but as an instance in a chain of replicas) and the “performative” (art as
authorial enunciation) in Quattrocento artistic production, Nagel and Wood
in Anachronic Renaissance present a Raphael rightly seen a cheval. Stunningly
innovative and stylistically individualized as Raphael’s frescoes were, they
were in fact positioned within a traditional context of a (pseudo-) mosaic ceil-
ing and a (neo-) cosmatesque pavement, a defining frame the modern viewer
all too easily blocks out of view, concentrating instead on the frescoes as easel-
pieces.? Yet if Raphael’s art indeed advanced a highly individual artistic claim
for excellence, it did so quite consciously within a monumental context that
played the old game of reproducing form including its “atmosphere” that was
as highly traditional [Fig. 4.1].

The authenticating function of “substitution” as construed by recent schol-
arship is surely relevant for the search for an appropriate past studied in this
volume.3 The recreation of ambience and concomitant content was the essen-
tial tool with which to manipulate visitors and viewers of representative space

1 Nagel A. — Wood C.S., Anachronic Renaissance (New York: 2010) 358. See also (independent-
ly) Rijser D., Raphael’s Poetics. Art and Poetry in High Renaissance Rome (Amsterdam: 2012)
246—247.

2 Although Nagel & Wood also acknowledge ‘traditional’ motifs in the content of Raphael’s
frescoes, including the apse-iconography in the Disputa, they do not pursue the possibilities
offered here.

3 Apart from Anachronic Renaissance, see e.g. Belting H., “In Search of Christ’s Body: Image or
Imprint?”, in Kessler H.L. - Wolf G. (eds.), The Holy Face and the Paradox of Representation

© DAVID RIJSER, 2019 | DOI:10.1163/9789004378216_006
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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FIGURE 4.1 Raphael, School of Athens and Parnassus framed by pavement and ceiling. Stanza
della Segnatura, Vatican City, Rome
IMAGE © PUBLIC DOMAIN

into accepting as natural the traditions their patrons wanted to appropriate
or associate themselves with. There is no doubt that Julius 11 as patron of the
Stanza della Segnatura wanted to do just that. Yet the observation of Nagel
and Wood that, apart from the classical past, medieval traditions played a sig-
nificant role in the Stanza as well can be taken further. In fact, a more radical
application of the concept of substitution than that performed by the clos-
ing chapter of Anachronic Renaissance may suggest in what way and for what
purpose Julius 11 connected to tradition in the Stanza. This argument entails
a demonstration of Raphael's embeddedness in “medieval” iconography in a

(Bologna: 1998) 111 and now Thune E., The Apse Mosaic in Early Medieval Rome. Time,
Network and Repetition (Cambridge: 2015).
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much more profound sense than has been usual for quite some time.* As a
consequence, the inveterate tendency of critics to be drawn to the School of
Athens as moths to a flame appears in a different light, and our attention is
allowed to move to the proper focal point, the Disputa, at least from the per-
spective of a reading of the ensemble consistent with local tradition.> When
the argument of the papers in this volume is taken at all seriously, we should
a priori try and interpret the Stanza in connection with its past rather than, as
has been done too often, its future as the cradle of Classicism. The fascinating
thing is that this issue, in this case as well, is the recent medieval past as much
as the more distant classical past.

But we need to begin with the classical tradition Raphael has long been
seen to epitomize. As the reader of the present collection will notice time and
again, the traditional focus on classical antiquity in Renaissance studies seri-
ously distorts the actual diversity of early modern attitudes towards the past.
When broadening the scope of research as attempted here, both periodiza-
tion of what was considered classical, and the topographical and cultural unity
of the classical tradition seem to become fluid. This allows us at least three
important perspectives: to view local traditions as bearers of historical and
cultural authorisation and legitimation on a par with the classical pasts of
Greece and Rome; second, to mistrust the topical Renaissance affirmation of
historical otherness, the alleged discontinuity with the recent past that is so
central to the agenda of humanists like Petrarch or Valla, and finally, by con-
trast, become even more aware than previously of striking continuities with
what we now call medieval traditions at the very same time.6

Such a view of Renaissance culture, however, poses a problem. For the clas-
sical “otherness” we had for so long been accustomed to call “Renaissance’, is
prominently present in Raphael’s frescoes. It would be as counterintuitive to
deny the relevance of the art and culture of classical antiquity for the dec-
oration of the Stanza, as it would be to do so for the Latin of Petrarch and

4 Notable exceptions being two articles by Arnold Nesselrath, “Raphael and Pope Julius II”,
in Chapman H. — Henry T. — Plazotta C. (eds.), Raphael, from Urbino to Rome, exh. cat., The
National Gallery London (London: 2004) 280-293 and “Raffaels Madonna von Foligno’,
in Henning A. — Nesselrath A. (eds.), Himmlischer Glanz. Raffael, Diirer und Griinewald malen
die Madonna, exh. cat., Old Masters Gallery Dresden (Munich: 2012) 40-51, from which I take
my cue, gratefully acknowledging also personal communication of the author that proved
essential for the present article.

5 A failure to grasp the directional dynamics of the room is the main deficiency of Nagel and
Wood’s interpretation.

6 This has been an on-going project in scholarship from the mid-2oth century. For local tradi-
tions, different periodisations and continuities with the Middle Ages, see the introduction to
this volume.
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FIGURE 4.2

Arch of Constantine, Rome. Detail
from the northern fagade with the
Hadrianic tondi

IMAGE © KONRAD OTTENHEYM

Valla. This goes for both content and style. Once more making an example of
the School of Athens: it contains identifiable portraits of Socrates, Plato and
Aristotle, and inscriptions of two important works of the latter two; a location
moreover evidently evoking antique monumental architecture and sculptural
decoration; its narrative (if narrative it is) unfolds under the aegis of Apollo
and Minerva;” on top of it all, in the vault, a presiding personification inscribed
with the Latin tag cognitio causarum and seated on a throne supported by the
very classical Ephesian Artemis. Lastly, and historically at least as importantly,
style: Raphael’s representation of figures in space and the ordering of space it-
self, has since Vasari been seen as his greatest triumph. That triumph arguably
owes much to the painter’s close inspection of the Hadrianic tondi of the Arch
of Constantine — as is evinced by the evaluation of this Arch in Raphael’s letter
to Leo x [Fig. 4.2].8

7 Narrativity in the Stanza would be rewarding to analyse systematically: on the face of it, it
is restricted to liminal areas (e.g., on the School of Athens again, the warding off of the mes-
senger on the upper left-side, the spiegazione of ‘Bramante’ on the lower right and the scene
of composition with ‘Inghirami’ on the lower left).

8 Although at the time attributed to the time of Antoninus Pius, see Shearman J., Raphael in
Early Modern Sources (New Haven: 2003), vol. I, 504, 512, 520.
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From that letter it appears that Raphael and his advisers saw a sharp de-
cline of sculptural quality around the third century AD, soon followed by a
parallel decline of harmonious architectural form somewhat later, at the time
of { Goti e altri barbari, presumably referring to the northern peoples that
swept over Italy from the early 5th century onwards. If the phrasing remains
vague, the general drift is quite clear: decline set in ‘from the time when Rome
was despoiled and ruined by the Goths and other barbarians, lasting from
that time until the Gothic domination of Rome and for one hundred years
afterwards’?

Raphael’s views on the periodization of classicism are thus attested in au-
thentic pronouncements as co-author (with the help of his humanist friend
Castiglione) of an official letter to the Pope, that explicitly stigmatizes ‘Gothic’
art and architecture as opposed to the classicism of the imperial period that
was to be revived by Leo’s court.l? The letter no doubt contains special plead-
ing: its argument is closely connected with the task the writer is to perform,
that is, the production of a reconstruction of the ancient city. Yet this does not
detract from the forceful implementation of a chronology following the format
of (classical) flowering — (Medieval) decadence — Renaissance.

This picture that emerges from the letter to Leo can be corroborated from
other sources. Directly after his untimely death at Good Friday 1520, Raphael
was praised in an unusual profusion of literary epigrams, of which the one by
Bembo that now graces his sepulchral monument is merely the most famous.
Without fail, these epigrams mention this very ‘restoration of ancient Rome’ as
Raphael’s main claim to fame. That in itself, in Rome, would not be a revolu-
tionary claim: the continuity of the eternal city could only be, and was indeed
realized through the medium of restoration and renovation. The striking nov-
elty was that a restoration of classical Rome was claimed on behalf of Raphael,
for Raphael’s activities are represented as a pious restitution, restoration and
renovation of a cultural zenith in the classical past. Thus, the discourse on
Raphael’s activities as a restoration of ancient excellence stressed a gap in time

9 ‘Anzi, dico che con poca fatica far si puo, perché tre sorti di edifici in Roma si trovano:
I'una delle quali sono tutti gli antichi ed antichissimi, li quali durarono fin al tempo che
Roma fu ruinata e guasta da’ Gotti e altri barbari; l'altra, tanto che Roma fu dominata
da’ Gotti, e ancor cento anni dappoi; l'altra, da quello fin alli tempi nostri’ (Shearman,
Raphael, vol. 1, 520; for a bibliography of the letter ibidem 544-545). Gothic domination
probably refers to the ‘German’ Holy Roman Emperors; with the ‘addition of a century’
the middle period would then extend to the Trecento. One example given of ‘bad’ archi-
tecture, the Torre delle milizie, indeed dates from the 13th century.

10  The relative contribution of the authors of the letter is hotly debated, yet the collabo-
ration and by implication approval of contents of Raphael is beyond controversy. For a
convenient overview of opinions see Shearman, Raphael, vol. 1, 537-543.



TRADITION AND ORIGINALITY IN RAPHAEL 111

and, with it, in mentality between the substituting present and the past of
which it performs substitutions.!!

That Renaissance Romans saw especially classical Rome in the late
Republic and early Empire as their appropriate past, is as evident as are the
reasons for it. Rome had been for a time without unblemished splendour, or so
it had been suggested by the envious — indeed it had been tainted and humili-
ated by the Babylonian Captivity. It thus stood in dire need of exclusive owner-
ship of the greatness others continually tried to wrest from her. Hence curials
started looking for things specifically and authentically Roman. This naturally
entailed a focus on the point of time that had established Roman power in its
definitive form, at the same time formed the highpoint and zenith of Roman
culture, point of reference for all time to come, and last but not least coincided
happily with the birth of a new culture and truth, in the form of Christ the
King. That is why the period around the beginning of Christ’s era was so much
more exclusively courted, studied and imitated especially in Rome.

Hence also the tendency, explicitly stated in the historical overview in the
first book Girolamo Vida of De arte poetica of 1527, to construe literary his-
tory as suffering a sharp decline after Cicero and Virgil, only to be revived
in the present: this would stress the elective affinity between the receiving
culture, the papal court in the Renaissance, and its typological source and
counterpart, the establishment of Empire by Augustus and, in tandem, the
birth of Christ.12

Thus as it were a fifth column of ‘historicity’ entered the medieval prac-
tice of renewal through substitution, that is, the habit of ‘replacing’ an iconic
image or text (differently put: creating a new work in an ancient tradition) was
performed with the addition of its projection onto an evaluative time-scale
to determine its value; this is exactly what Valla’s preface to the Elegantiae,
the letter to Leo and Vida’s De arte poetica do. The particular desideratum in
cultural matters now became the imitation of the best authors and the perfect
style from the cultural zenith of Rome rather than the tradition as a whole, or

11 Texts in Shearman, Raphael, vol. 1, s.v. 1520-1521. For discussion see Rijser D.,
“The Funerary Epigrams on the Painter Raphael: message, function and afterlife”, in
Beer S. de — Enenkel K A.E. — Rijser D. (eds.), The Early Modern Latin Epigram: Towards a
Definition of Genre (Louvain: 2009) 101-131, and Rijser, Raphael’s Poetics 29—85.

12 Vida De arte poetica 1, 178-195. It is tempting to attribute the chronologically and topo-
graphically more purist Classicism of Raphael, Castiglione and Vida to a change of taste
and style under the pontificate of Leo, the historical circumstance of which created an
increasing awareness of the need for an “archaeological correctness” polemicizing with
the Reformation from the “barbarian” North. This may have played a role (as it did in
many other cases), but as the prefaces to Valla’s Elegantiae attest, in more general terms
the discourse was already there.
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in general. To be sure, this would not have been possible without two prece-
dents. In the first place Petrarch, who had been motivated by different reasons,
but had nonetheless constructed a classical paradigm that had subsequently
been developed in Florentine circles and beyond.!3 In the second place, this in-
volvement of the historical in the cultural discourse of nascent Classicism was
arevival of arguments from Antiquity itself: for both the implementation of an
evaluative historical time-scale, and the identification of a Golden Age of cul-
ture (for Roman literature the late Republic and early Empire) were part of the
discourse of political and cultural history already in Antiquity, as Renaissance
observers could read in e.g. Quintilian and Aulus Gellius.'* These two prec-
edents, Petrarch’s battle-cry for moral regeneration through a confrontation
with classical culture in its hey-day, and the discourse of cultural peaks in
antiquity itself, could now be harnessed into papal service at the appropriate
location, which, of course, could be none other than Rome. The up-shot of all
of this is that we are allowed to see more clearly that Classicism, which in the
course of its long reign increasingly pretended to encode universal aesthetic
(and political) Truths — as indeed universalist tendencies had been clearly
present in the venerated examples of Cicero and Virgil — started out on its his-
torical course as a local, Roman tradition.

In an ambience fraught with political and historical claims of superiority as
the Stanza della Segnatura, Julius’s 11 oval office, the presence of classical ref-
erences, both more general and specifically to the foundational period of the
Empire, were natural. But then, what about continuities with the Middle Ages?
The answer may be found in the very observation prompted above: that the
Roman Classicism of the early Cinquecento initially pointed not to a universal,
but to a very local tradition. If so, it is likely that traces of local traditions and
‘local’ history would surface in the form of continuities with medieval tradi-
tions, either lurking beneath the surface of the evaluative historicism that we
discussed above, or simply there before our noses, unregistered because
we used to look in the wrong way.

From this perspective, let us look at the Stanza della Segnatura, the paragon
of Classicism, once more. The standard version tacitly assumes that Raphael’s
classical triumph was won over a recent, medieval past now finally discard-
ed thanks to Raphael’s classical style, reborn and reaffirmed in contrast with
medieval primitivism. Up till now, this surely is what we expect. Yet if so, the
visitor of the Vatican Stanze is in for a number of surprises. For one thing, ref-
erences to the Middle Ages in the Vatican Stanze are extremely frequent. Not

13 See e.g. Panofsky E., Renaissance and Renaissances (London: 1957) 10-18.
14  Quintilian X, 1-13; Gellius x1X, 8,15.
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even counting what we would call “late-antique” or “early Christian’, it is medi-
eval subject-matter that dominates, in the Coronation of Charlemagne of 8oo,
the Fire in the Borgo of Leo 1v making the sign of cross in 847 and the Battle
of Ostia of 849. In the Segnatura itself there is the Dedication of the Decretals
of 1230 and in the Eliodoro the Miracle at Bolsena, the 1263 incident of blood
materializing on the corporal of a doubting priest. In fact, tabulation of subject
matter in the Stanze yields the alarming result that there are only two icono-
graphical subjects exclusively and explicitly corresponding with what subse-
quently would be called classical: the Flaying of Marsyas in the vault of the
Segnatura, and the set of grisaille scenes from Roman history in the same vault.
The latter by the way are miniature. Apparently, the ‘classical’ in the Stanza has
little to do with periodization.

Indeed in the Stanze, wherever classical personnel is depicted, such as
the School of Athens or the Parnassus, it is always in combination with char-
acters from later periods. In the trans-historical scenes that form the bulk of
the Segnatura no specific historic occasion is represented, and accordingly
a consistent mixture of historical personnel in which the medieval is just as
significant as the antique. This very mixture in fact shows that no contrast
whatsoever with the Middle Ages in the Stanze was intended: everything in
these frescoes is directed towards the themes of transmission, reception and
continuity.!®

Protagonists from quite diverse periods and locations converse without ef-
fort on the walls of the Segnatura, as was recognized by observers from the
outset as a matter of course. It would have been quite unnatural to think oth-
erwise, considering the tradition of uomini famosi that the Stanza refers to and
in which exactly the same applies. Thus Zoroaster and Ptolemy mingle with
Bramante and Michelangelo, Avicenna with Diogenes. Raphael’s addition to
that tradition, however, is telling: for he depicts his characters emphatically
in the act of sharing knowledge, communicating, copying, explaining. The
same goes for the Disputa, with its trans-historical discussion of the miracle
of Transsubstantiation, where Church fathers are happily gathered with medi-
eval theologians and Popes, and share views rather than fight out their differ-
ences [Fig. 4.3]. If ever there was an image of continuity, this is it.

An aspect of the late antique and medieval scenes illustrates this continuity
in yet another way. For by the look of it the most striking aspect of the formal
representation of the scenes mentioned above seems to be that the Middle

15  This is in fact a commonplace in criticism, see e.g. Rijser, Raphael’s Poetics 11-19 and,
with a nice example, Hall M., “Introduction’, in Hall M. (ed.), Raphael’s School of Athens
(Cambridge: 1997) 13.
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FIGURE 4.3 Raphael, Disputa. Stanza della Segnatura, Vatican City, Rome
IMAGE © PUBLIC DOMAIN

Ages never happened at all. Hardly any visual differentiation between me-
dieval and other scenes obtains:!¢ people from Rome are dressed as Romans
either secular or clerical (and we should remember that clerical dress code
is spun off from ancient Roman practice); soldiers wear Roman armour, archi-
tecture is Roman [Fig. 4.4].17 This is not merely an example of the tendency
studied elsewhere in this volume, namely the extension of ‘antiquity’ to the
very recent past. This evident refusal of Raphael and his workshop to differen-
tiate these medieval scenes historically from classical Antiquity results in the
suggestion that the medieval past is seamlessly included in a total concept of
Roman-ness, and Roman-ness of course should be dressed properly, in classical
garb. Thus here, contrary to the letter to Leo, there is not a trace of historicism:
rather, we may be reminded of Valla’s triumphant claims for the rule of the

16 A minimum in the Battle of Ostia, with soldiers wearing trousers and what looks like the
Quattrocento Castle of Ostia complete with battlements.

17  Architecture: e.g. Decretals, Coronation, Fire in the Borgo; Dress: Fire in the Borgo, Decretals;
soldiers: Battle of Ostia.
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FIGURE 4.4 Raphael (with Lorenzo Lotto), Scenes illustrating Justice. Stanza della Segnatura,
Vatican City, Rome
IMAGE © PUBLIC DOMAIN

Latin language: ‘Ibi namque romanum imperium est, ubicumque romana lin-
gua dominatur’ (‘wherever the Latin language reigns, there the Roman Empire
is"), reconfigured here to the visual statement that wherever the pope is, there
is Rome.!® Not a trace of contrastive intrusion of medieval elements in an oth-
erwise classicistic formal language is hinted at; yet medieval elements, totally
absorbed and thoroughly at home, are very much there.!® Used to considering
the Stanza the paragon of Classicism, we tend to overlook this.

The inveterate tendency to see classicism as the norm in the Segnatura
creeps up in unobtrusive yet decisive ways. One of them is the point of de-
parture of discussion. To start a discussion with the School of Athens, as so

18  Valla Lorenzo, “In sex libros elegantiarum praefatio”, in Garin E. (ed.), Prosatori Latini del
Quattrocento (Turin: 1977) 596.

19  That the Middle Ages were all over the High Renaissance Vatican, appears also in other
fields, of course. See Rowland 1D., “The Intellectual Background”, in Hall M. (ed.),
Raphael’s School of Athens (Cambridge: 1997) 131-170.
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many from Vasari onwards have done, both implies a choice of focus on one
single item, and suggests some pride of place for this image in particular. The
very application of the title School of Athens already makes the point: for that
title suggests both classical content and, being a “school’, a normative value
of classical culture.2? Yet the Segnatura is a square room. It thus contains two
principal axes and four iconic images, creating in principle a network of in-
terconnections. If we are to look for priorities, we should follow visual clues.
These Raphael has provided by having Plato and Aristotle in the School of
Athens walk in a direction, namely of the Disputa on the other side. In other
words, the School of Athens does not pose as a central shrine, an altar of some
sorts — of Classicism as seems to be the suggestion indeed when it is seen out
of context — but as a point of departure, as indeed it was for any visitor, who
would enter the room through the very wall from which Plato an Aristotle set
out their journey to the altar opposite.?!

When considering the axis of the room thus created, the visual logic of the
space instructs us to grant prevalence to that other side towards which
the movement is directed, and we immediately sense the dynamics of the
symbolic route through a Church, from atrium to apse.?2 That this apse in fact
has a western rather than proper eastern orientation, may raise an eyebrow.
But in fact the majority of early medieval apses in Rome was oriented to the
west.23 Indeed the Segnatura thus follows the orientation of the Sistine Chapel
and Saint Peter’s Basilica. The Disputa being conceived of as an apse implies a
ritual and iconographical code of orientation towards the light of Christ. This
direction of attention moreover evokes the glory of late antique and medieval
Rome, her apse decorations from the Santa Pudenziana, via the Carolingian
flowering in the gth century, to the Indian summer of the 13th century.24

20 Itisinteresting to speculate what those who employ this title mean by ‘school’: the depic-
tion of processes of education in Athens, or the educational, and moral value of Athenian
speculation. The same problem in Thucydides’ endlessly quoted phrase paideia Hellados,
see Most G., “Athens as the School of Greece”, in Porter ].I. (ed.), Classical Pasts (Princeton:
2006) 379-385.

21 Nagel — Wood, Anachronic Renaissance 363 still exemplify the tendency to consider the
School of Athens as a central, autonomous image and easel piece, wondering why it has
not got an altar. For the importance of the concept of easel-pieces and its history, see
Puttfarken T., The Discovery of Pictorial Composition (New Haven: 2000).

22 The other principal directional axis is from ‘Justice’ to ‘Parnassus) see Rijser, Raphael’s
Poetics 155-176.

23 Following the original shrine for Saint Peter’s grave. See also Thune, The Apse Mosaic 132.

24  Especially Arnold Nesselrath has pointed out how essential the iconography of the
Disputa and its connections to the ‘School of Athens’ are for a proper understanding of
the room (Nesselrath, “Raphael and Pope Julius” 285-288).
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If selecting as our companions Plato and Aristotle we follow in their
footsteps and walk from the School of Athens to the altar of the Disputa, we
share an itinerary followed by anyone who had visited a Roman church and
partook of the ritual since the swaddling clothes of Christianity. This itiner-
ary to the “light” represented by altar and apse was also a way, of course, to
Christ and to community with Christ and the Saints.?5 In apse-scholarship,
much is made of the dramatic aspects of this mini-pilgrimage of the worship-
er to the altar and the reward of epiphany at the end of it.26 That “drama’, of
course, was to remain a central element throughout, in Baroque architecture
and decoration long after the Stanza also.?” But its beginnings lay in early
Christian decoration schemes.

The final reward of the long road to Salvation, realised at the altar in the host
under the guidance of the Trinity, was not only symbolised by but experienced
with the help of the materiality of decoration, that created light by the gold of
mosaics and by the blue of the celestial firmament with which it alternated in
different constellations. In Rome, a specific, local tradition of apse decoration
evolved along these lines, the most important characteristics of which are all
extremely relevant for the Disputa.?8 Perhaps ‘relevant’ is putting it too mildly:
to view the Disputa from the perspective of early Christian and medieval ico-
nography, completely changes one’s experience not only of the fresco, but of
the room.

Contrary to eastern conventions, which always tend to some form of narra-
tion in the apse, Roman apses tend to represent an epiphany tout court, without
narration. This is not only important because of the evident reflection of this
tradition in the Disputa itself. Also, indeed the broad iconographical outline
of the Disputa provided the point of departure for the decoration of the entire
Stanza, the epiphanic aspects of the School of Athens and the Parnassus are
likely to have been spun from this format and should be understood as such.2®

25  Andaloro M. — Romano S. (eds.), Romisches Mittelalter. Kunst und Kultur in Rom von der
Spdtantike bis Giotto (Regensburg: 2002) 74.

26 For recent scholarship on Roman apses, see Andaloro — Romano, Romisches Mittelalter
and the brilliant study of Erik Thune (I thank Sible de Blaauw for bringing it to my atten-
tion). In the following I paraphrase especially the latter without continuous reference for
the sake of brevity.

27  The dramatic aspect has been well studied by Bert Treffers, e.g. Treffers B., Caravaggio e il
sacro (Rome: 2015).

28 Thune, The Apse Mosaic 1-12.

29  The only deviation from these epiphanic aspects is the wall with Justice. This was the wall
before which Pope Julius had his throne, providing his personal “perspective’, for which
see Rijser, Raphael’s Poetics 155—176 with references.
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FIGURE 4.5 Apse mosaic, Santa Pudenziana, Rome (end of 4th century)
IMAGE © PUBLIC DOMAIN

In Roman apse-decorations the represented epiphany was centralized by
positioning it on the intersection of the horizontal and vertical axes of the vi-
sual frame. This graphic format created a virtual cross, but at the same time, in
tandem with the cavity of the apse, suggested, and usually displayed, a circle
in a variety of forms [Figs. 4.5—4.8].3° The apsidal epiphany is attended by
those who are, literally and figuratively, closest to Christ, among whom the
Saints that were especially important for the given church, patron and ecclesi-
astical community, and Rome in general: the Virgin and Saint John, Peter and
Paul, Stephen en Laurence, and papal donors. Thus a community of Saints
under the guidance of Christ is suggested, a community that extends over the
virtual limit of the artistic medium into the space of the church to reach out to
those contained within that space, the worshippers, to whom the experience
of virtual adoption in this company is the climax of their “pilgrimage” though

30  Oroval, asin the San Clemente apse. Circular motifs abound in the apses, from the promi-
nently displayed halos (e.g. Christ’s in the Santa Pudenziana) to wreaths (again the Santa
Pudenziana) or acanthus (San Clemente), to the fully divine central circle of the Santa
Maria Maggiore, and the hemisphere of God the Father normally superimposed over the
epiphany (e.g. Santa Maria in Trastevere).
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FIGURE 4.6 Apse mosaic, San Clemente, Rome (early 12th century)
IMAGE © AUTHOR

FIGURE 4.7 Apse mosaic, Santa Maria in Trastevere, Rome (mid-13th century)
IMAGE © MARTJE DE VRIES
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FIGURE 4.8 Apse mosaic, Santa Maria Maggiore, Rome (completed 1296)
IMAGE ©PUBLIC DOMAIN

the Church. This basic design was then set in a colour-scheme dominated
by the alternation of blue and gold.

The iconographical themes that are thus allowed to emerge are intercon-
nected. In the first place, Christ is light, and this supernatural light can be ex-
perienced in the City of God, of which the earthly city of Rome is a reflection.
The typological relation between the two finds its highest realisation in the
Incarnation, the absolute reality of which is experienced through the miracle
of the Host, the mystery that is in the keeping of the Roman Mother Church,
legitimated by the central issue of the apostolic succession. The Incarnation is
that of the Word, which also is in the safe keeping of the Church, and is made
present in the tradition of Roman apse decoration in prominently displayed
inscriptions. This iconographical system, finally, is brought home by a struc-
tural interaction with the worshipping viewer whose experience of the reality
of the decoration is his Christian reward and strengthens his Christian resolve.

All these elements return in the Disputa, indeed are indispensable for its
understanding. Its narration is in fact the epiphany of Christ and His presence
in the host. The ‘theatre of salvation’ is indeed centralised on the intersection
of horizontal and vertical lines at the central section of a virtual apse, elegantly
combining a thus formed cross motif with four circular motifs of decreasing
size, from the hemisphere of the Father to the sun of Christ, to the enveloping
circle of the Holy Ghost to the Host, thus revealing the metaphorical light in
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visible splendour, and reality of Incarnation by graphic logic. The composi-
tion is brilliantly lit in gold and blue. The correspondence between the City of
God and that of men is suggested by the mirroring hemispheres, the lower one
aptly flanked by scenes of construction on both sides, in this respect evocative
of the building efforts of Pope Julius as well as the metaphorical building that
provides access to the Divine.3!

The careful calibration of Christ on horizontal and vertical axes in the apse
tradition has also been connected to the theme of Christ’s function as corner-
stone, the linchpin around which especially the two apostles Peter and Paul re-
volve, thus graphically illustrating the concordia apostolorum and Paul’s words
that ‘no longer strangers [...] you are members of the household of God, built
upon the foundation of the Apostles and Prophets, with Jesus Christ himself
as the cornerstone’ (Ephesians 2:20—21).32 The theme of cornerstone and/or
key — or cap-stone had long ago been identified as a structural theme of the
Disputa in a justly famous article by Matthias Winner analysing the personnel
of the Disputa as living architecture.33 Independently Winner on the Disputa
and Thune on the early medieval Roman apses thus arrived at the same the-
matic analysis, thus illustrating how unusually strong the continuity between
the Disputa and early Roman apses is. Indeed Raphael’s summa creates a sub-
tle iconographical amalgam between the different variants available in the
Roman tradition, Traditio Legis, Maiestas Domini and Deesis, with special ref-
erence, naturally, to the apse of Saint Peter’s [Fig. 4.9].34

Of the medieval apses, it has been observed that every apse that connects to
the tradition is both an instance of that tradition and a variation and develop-
ment of it.3% With hindsight, and from the perspective of subsequent Classicism
it may seem counter-intuitive to approach the Disputa from a perspective such
as that. But for any observer in Renaissance Rome, it would of course be the
most natural reaction to any evocation of an apse: to take it as an instance,
variation and development of the tradition of which it partakes. If we thus
take the apse’s hint, the Stanza forms the stage for a religious drama, parallel

31 Atthe same time, the two building sites in the lower register also suggest the iconography
of the heavenly Jerusalem and Bethlehem of the apse-tradition.

32 Thung, The Apse Mosaic 69—72. The correspondence with the School of Athens, by the
way, is striking: there also a Concordia between Plato and Aristotle is in the making, but
incomplete through the very absence of Christ the Cornerstone.

33 Winner M., “Disputa und Schule von Athen”, in Frommel C.L. — Winner M. (eds.), Raffaello
a Roma (Rome: 1986) 29—46.

34  The first now lost of course but possibly reflected by copies, see Andaloro — Romano,
Romisches Mittelalter 78; for Raphael the restoration by Innocent 111, known from
Grimaldi’s drawing, would have been relevant, for which see ibidem 94-96.

35  Thuneg, The Apse Mosaic 61-62. In this sense iconography parallels certain functions of
intertextuality.
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FIGURE 4.9 Giacomo Grimaldi, Old Saint Peter’s Apse mosaic. Watercolour,
Biblioteca Apostolica Vaticana, Rome
IMAGE © PUBLIC DOMAIN

to the sacred space of a Roman Church it evokes. This drama is hosted by the
patron, Pope Julius, who officiated from his throne before the Justice wall and
thus from a position exactly parallel to that of the officiating pontiff in the
Sistine Chapel.36 The drama enacted by the line-up of Saints on the apses of
Roman churches essentially is a virtual realisation of a communio Sanctorum of
which the worshiper is allowed to partake through interaction with the deco-
ration.37 That function the Disputa in particular performs in a spectacular and
triumphant way: it creates a trans-historical community of Saints that interact
through diverse figures (leaning over the parapet, pointing at the room etc.)
and graphical expedients, with those present in the room.38 Of course, it must
be added that the corpus of saints is significantly enriched in the room, with
poets, philosophers and contemporaries. Thus Julius’ dreams of the universal,
triumphant church in Rome were virtually realized as one trans-historical,
‘living’ assembly through the brilliant use of the medium of art.

36  Rijser, Raphael’s Poetics 156, with references.

37  Thung, The Apse Mosaic 172—206.

38  This interaction has usually been interpreted as an illusionistic device and thus as a
specifically artistic triumph; for other possible resonances see Rijser, Raphael’s Poetics
123-130.
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The emphatic presence of inscriptions in the apsidal tradition also re-
turns in the Disputa, through the incipit of each Gospel at the very centre
of the Disputa. Acquiring special emphasis by way of its position as the last,
that of John reads: ‘In principio erat Verbum et Verbum erat apud Deum et
Deus erat Verbum'. The identification of God with the Word in this text, im-
mensely important as it is for scriptural traditions in the Middle Ages and
beyond, also helps explain the extraordinarily high status of scripture in the
Stanza. That books and text are so important in this room gave rise to the hy-
pothesis that the Segnatura was Julius’ library. But from the perspective of the
apse-tradition, in combination with the incipit of John, such a hypothesis is
hardly necessary, indeed seems over-literally minded. The Word Made Flesh,
such was the discourse of the apse-tradition, gives light to the world as Logos
shines in the darkness. In other words, we do not need to think of the Stanza as
alibrary to understand the thematic emphasis on the Word, but should rather
think of the medieval iconographical tradition.3?

Thus Raphael’s Disputa summarizes and brings to fruition the great tradi-
tion of the Roman Church in its architectural and iconographical presence in
Rome. If so, the basic question that emerges is, why? This hall is not a Church.
Rather than a library, a function like that of an oval office seems most plausi-
ble.#0 But then, it is the office of the prince of the Church of Rome. As such
the room functions as a performative illustration of the protection the Pontiff
gives to the Church: as the purveyor and guarantor of the Justice he presides
on his throne in front of the wall devoted to that virtue, in a room that rep-
licates in ever decreasing scale the format of, first Saint Peter’s (to-be at the
time), then the Sistine Chapel. As a secular space the room displays pontiffs
crowned with the tiara they were only allowed to wear outside of church, but
it represents their legitimacy through apostolic succession. It does so because
here, in this very room, the pontiff functions as prince, ratifying appointments,
dispensing justice. He does so as princely protector of the Church and its tradi-
tion that are represented virtually in the room.*!

39  Shearman’s library-hypothesis ultimately rested on the observation that ‘it is all so terribly
bookish’, in Shearman J., “The Vatican Stanze: Functions and Decoration”, in Holmes G.
(ed.), Art & Politics in Renaissance Italy (Oxford: 1993). For persuasive opposition to that
hypothesis see Kempers B., “Words, Images and All the Pope’s Men: Raphael’s Stanza
della Segnatura and the Sythesis of Divine Wisdom”, in Hampsher-Monk 1. (ed.), History
of Concepts: Comparative Perspectives (Amsterdam: 1998) 131-165.

40  Kempers, “All the Pope’s Men”.

41 O’Malley JW,, “The Religious and Theological Culture of Michelangelo’s Rome, 1508-1512",
in Sears E. (ed.), The Religious Symbolism of Michelangelo. The Sistine Ceiling (Oxford:
2000) xli-lii.
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Earlier points of view taken on the reconstruction of the chronology of
Raphael’s frescoes in the Stanza della Segnatura, an issue of long-standing dis-
pute, appear to have a fascinating relationship with the views the given critic
entertains on the Middle Ages. Vasari had stated in his Vita that the School of
Athens was painted prior to the Disputa. But this position was subsequently
over-ruled by Bellori a century later, who proposed that the Disputa had prece-
dence, a hypothesis that has been usually followed. Technical data provided by
recent restorations now finally seem to clinch the matter: they have confirmed
that although Raphael set out to paint the wall of the Disputa first after the
ceiling, work in this area most probably was interrupted and Raphael appar-
ently, after a first stage of planning, temporarily dropped the Disputa and went
over to the facing wall with the School of Athens.*2 Now an unusual amount
of preparatory drawings for the Disputa survive, showing that the overall
scheme was drastically altered in the process of composition and this con-
firms that the road to the final composition was tortuous and difficult — none
of these drawings, by the way, deviates from the format of a symmetrical cen-
tralized epiphany continuous with the apse tradition, concordia apostolorum
included.*® But what these drawings do show is that, more than on any other
fresco in the room, Raphael was experimenting and no doubt consulting and
discussing with patron and advisors on the iconography. Why would this be so?
For the very reason, of course, that the great medieval tradition was at stake
in the fresco, and had to be argued through and through, discussed again and
again: as Arnold Nesselrath has observed, in this fresco in particular Raphael
was under constant surveillance of curial theologians, on a subject that was
absolutely central to the papacy.#4

As said, it was Bellori who proposed that Raphael painted the Disputa first
in his description of the Segnatura, thus contradicting Vasari. Bellori’s agen-
da was to articulate Classicism as the core of lidea del bello, and Raphael as
the epitome of this classicist idealism. Now, for the sake of this argument, he
employed an interesting form of historicism. The ‘traditional’ nature of the
Disputa on which we have commented above, is configured by him not as a
conscious reflection of tradition, but as a trace of the Medievalism that Raphael
subsequently was to supersede in the most spectacular way. Therefore Bellori
states that ‘Raphael still upheld in this, his first composition, some traits of the
old painters [such as in the naive depiction of the Holy Father with Seraphim],

42 Nesselrath, “Raphael and Pope Julius” 285-288.
43  Arepresentative sample in Chapman — Henry — Plazotta, Raphael 232—243 (cat. 78-86).
44  Ibidem 288.
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following the old habit of using gold-ground’*5 Recent restoration, by the way,
has shown that this simply is not true: Raphael did not use gold-ground, but
brilliantly employed yellow pigments to suggest gold.#¢ But most important-
ly in the present context, Bellori does recognize Raphael’s medievalism, yet
ascribes it to immaturity: the culmination of his spectacular development,
according to him, was yet to come, in the School of Athens, and therefore
Bellori singles out that fresco as the artistic end in which all previous develop-
ment culminated. Such a reading exactly reverses the conceptual, theological
and intellectual priorities we suggested above in this chapter, not to speak of
the spatial movement, for Plato and Aristotle are after all walking towards the
altar on the other side. Furthermore, by stating that we should call the fresco
on the west wall the ‘gymnasium of Athens, adding this is common practice,
although actually the first time this predecessor of what would be simplified
as school is used as title, Bellori defines the subject of the fresco as classical,
setting up an opposition with the “retrograde” Middle Ages.” But as we have
seen, neither is the School of Athens classical — it is trans-historical — nor is
the Disputa Medieval: the opposition simply does not apply. Bellori’s configu-
ration of the Medieval as old-fashioned and classicism as new may have cer-
tain grounds; but it also seriously misrepresents what Raphael was trying to
achieve in the Disputa: a conscious emulation of the great medieval Roman
decorative tradition.
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CHAPTER 5

An Appropriate Past for Renaissance Portugal:
André de Resende and the City of Evora

Nuno Senos

1 An Appropriate Past for Portugal

From the mid-fifteenth century, in the period that we call the Renaissance,
various Portuguese literati, artists, and thinkers-at-large began to ponder their
country’s past. The predominant lens through which most of us have been
taught to look at the Renaissance shows that such historical roots were sought
in Roman times. However, as the present volume makes clear, the relationship
between the past and the men at the dawn of the early modern age was a more
nuanced and complex one.

In this chapter, I shall look at this relationship through the case of Evora, a
former Roman city and the seat of a palaeo-Christian bishopric (dating back
at least to the early fourth century), which had perished during the times of
the Muslim domain over the Iberian Peninsula (from 711 AD onwards) but had
been revived during the Reconquista, after which point the city (conquered by
Christian troops in 1165) became one of the crown’s favourites, and therefore
a favourite of the aristocracy as well.! The combination of all of these factors
granted Evora a very central place in the Renaissance construction of a past
for Portugal.

Of paramount importance in such an endeavour was the work of Evora-
born humanist André de Resende (ca. 1500-1573), which provides a fine ex-
ample of the intricacies involved.2 Resende was educated in Alcald de Henares
and Salamanca, and he spent most of the first three decades of his life

1 The bibliography on Evora in the Renaissance is vast. See, for instance, Espanca T., Evora
(Lisbon: 1993); and Branco M.C., “Renascimento, Maneirismo e Estilo Chédo em Evora”, in
Cunha M.S. da (ed.), Do Mundo Antigo aos Novos Mundos. Humanismo, Classicismo e Noticias
dos Descobrimentos em Evora (1516-1624) (Lisbon: 1998) 219-247.

2 Most data on the life and work of André de Resende can be found in Ferreira F.L., “Noticias
da vida de André de Resende’, Arquivo Historico Portugués 7 (1909) 393—417; 8 (1910) 62—69,
161-184, 338-366; 9 (1914) 177—334. Interesting data and analysis are also in the introductory
study of Resende André de, Oragdo de Sapiéncia (Oratio pro Rostris), ed. A. Moreira de Sa
(Lisbon: 1956).

© NUNO SENOS, 2019 | DOI:10.1163/9789004378216_007
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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travelling through Spain, the south of France, Leuven (where he published his
first books, including an Erasmi encomium), Paris (where he studied Greek),
and Brussels (where he worked for the Portuguese ambassador to the court of
Charles v). He was therefore a cultivated, well-rounded, and widely travelled
man when he settled back in his home town in the 1530s, staying there until his
death almost five decades later. He devoted himself to the study of the city’s
past, publishing his Histdria da antiguidade da cidade de Evora (History of the
Antiquity of the City of Evora) in 1553, later preparing a revised, second edi-
tion, which came out posthumously in 1576.3

An accomplished Latinist and an admirer of ancient Rome, Resende was
at the same time invested in the creation of a national history, a concern that
brought about some difficulties, as we shall see. Furthermore, he was a devout
Catholic (a Dominican friar, in fact, for a period of his life) who was equally
and perhaps even more interested in the Christian history of his country and
his city. The reconciliation of these three concerns required some rhetorical
gymnastics that Resende navigated with ease but that today requires analy-
sis. While this chapter will not go into detail on all of his points of interest,
it is important to make some preliminary remarks in this respect before we
focus on the efforts made to create a Roman past for Evora (and, by exten-
sion, for Portugal), which included the fabrication of fakes, where they were
deemed necessary.

2 National Identity

When writing about Evora, Resende is consistently concerned with the cre-
ation of a national history — in other words, a political and cultural Portuguese
identity grounded in the past. He begins by trying to identify a founder for
his city, a task which he deemed impossible and quickly abandoned. Thus,
the history of Evora that he is capable of recuperating truly begins with the
Romans. As soon as he starts writing about the Romans, however, the difficul-
ties of the process become apparent. For instance, the fact that the territory
that was Portugal in the sixteenth century did not correspond to any Roman
administrative district was somewhat problematic. There was no Latin word
for the name of the country itself, so Resende, as well as all his fellow authors,
referred to Portugal as Lusitania (a practice that persists to this day — ‘luso’

3 Resende André de, Histdria da antiguidade da cidade de Evora (Evora, André de Burgos: 1553).
For the purposes of this chapter, I shall use the modern edition included in Resende André
de, Obras Portuguesas, ed. ].P. Tavares (Lisbon: 1963).
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remains the prefix to denote Portuguese), one of the Roman circumscriptions
for Iberia that encompassed a part (but only a part) of early modern Portugal
(as well as a part of Spain). Thus, a Latin name created by the Romans was con-
secrated to refer to a territory that (supposedly) pre-existed the Roman settle-
ment in Iberia.

Referring as little as possible to geography, Resende posited a sort of a cul-
tural Lusitania, which would have existed before the Romans and survived
beyond Roman times in the form of Portugal. In his book on Evora, Resende
refrains from detailing what cultural Lusitania may have been, a shortcom-
ing he seems to have become aware of later and that he tried to correct in his
De Antiquitatibus Lusitaniae, a text he left unfinished and which was posthu-
mously completed, and then published in 1593.# In this book the Lusitanians
are mostly characterized as a brave, indomitable people that did their best
(although they eventually failed) to resist the attacks of the Romans.

What he has to say about the Roman governors of Lusitania is short (in both
books) and not particularly complimentary, but perhaps the most interesting
aspect of his historical discourse is that it is not the Romans who are the he-
roes of his history, but rather those who (atleast in his eye) resisted the Roman
takeover of the Iberian Peninsula. Viriato, still celebrated in both Portugal and
Spain as a founding hero, a leader of a pre-Roman Iberian tribe that Resende
believed to have been born in the Portuguese part of Lusitania, is his first
hero — ‘a great Lusitanian, he claims.> As a humanist Resende relied on a vast
plethora of classical authors to reconstruct Viriato’s story, but the ultimate re-
sult is a sort of primal Portuguese-before-Portugal, the first general of a proto-
independent country that would come into being over a thousand years later.

Resende spends even more pages celebrating another anti-Roman hero (or
so he constructs him), Quintus Sertorius, who was in fact a Roman general
who had been placed in the Iberian Peninsula in 83 Bc. Sertorius established
an alliance with the Lusitanians against Rome, where Sulla was in command.
At first successful in his resistance against Sulla, he eventually started losing
ground and was finally killed by his own men. Sertorius was a favourite of the
men of the Portuguese renaissance. In their writings, the intricacies of his
opposition to a specific Roman regime — that of Sulla — were transformed into
a form of local resistance against a foreign oppressor — Rome — and thus a sym-
bol of Lusitanian independence and bravery in its defence.

4 Resende André de, De antiquitatibus Lusitaniae (Evora, Martim de Burgos: 1593). For the pur-
poses of this chapter I shall use the following edition: Resende André de, As antiguidades da
Lusitdnia, ed. R.M. Rosado Fernandes (Lisbon:1996).

5 ‘grande Lusitano’, Resende, Obras Portuguesas 14.
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The gap between Viriato’s and Sertorius’ time and that of the Christian con-
quest of Evora in the context of the Reconquista (1165 AD), a period of over
1,000 years, was smoothly shortened and sometimes altogether obliterated in
Resende’s narrative; no reference whatsoever is made to the almost 500 years
during which Iberia was under Islamic rule. In Resende’s discourse, the first
kings of medieval, Reconquista Portugal were indeed rebuilding pre-Roman
Lusitania.b

The case of Sertorius is particularly telling since he was believed to have
lived in Evora, which he chose not only because of its strategic position, ‘in the
middle of Lusitania}? but also as a form of recognition of the city’s support for
his (supposedly) anti-Roman cause. An inscription mentioning Sertorius was
found near the ruins of a set of Roman thermae, and that was used to identify
the house in which he had lived and which was henceforth and to this day
is known as Sertorius’ Palace. According to Resende, the inscription read as
follows:

LARIB.8 PRO SALVTATE ET INCOLVMITATE DOMUS Q.° SERTORII
COMPETALIB.!® LUDOS ET EPULUM VICINEIS!! JUNIA DONACE
DOMESTICA EJVS ET Q. SERTOR.2 HERMES, Q.13 SERTOR.* CEPALO,
Q.15 SERTOR.® ANTEROS LIBERTI.

In honour of the gods of the house. For the health and safety of the house
of Quintus Sertorius, financed Junia Donace, his slave born in his house,
and his freedmen Quintus Sertorius Hermes, Quintus Sertorius Cepalo
and Quintus Sertorius Anteros, public games and a meal for the neigh-
bourhood, held on the feast of the Compitalia.l”

6 This is still by and large the rough version of the early history of Portugal that is taught to
students in primary schools in the country.

7 ‘em meio de Lusitinia, Resende, Obras portuguesas 16.

8 =LARIB<VS>. I am grateful to Karl Enenkel for the annotation and the English translation
of this inscription.

9 =QVINTL.

10  =COMPITALIB<VS>.

11 =VICINIS.

12 =SERTOR<IVS>.

13 =QVINTVS.

14  =SERTOR<IVS>.

15  =QVINTVS.

16 See note 14.
17 Resende, Historia da antiguidade 7-8, provides the transcription and the following
Portuguese translation: ‘Por saude & stabilidade da casa de Quinto Sertorio Iunia Donace
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The Roman general was furthermore said to be responsible for the con-
struction of the city’s wall, sections of which were (and remain) still visible,
and for that of its aqueduct. Sertorius was therefore a particularly relevant fig-
ure for the history of Portugal at large and for that of Evora in particular.

As it turns out, most of this is a fabrication. Sertorius did exist — he himself
is not the fabrication here — but he did not side with the Lusitanians against
the Romans; he engaged their support in a Roman civil war against Sulla. He
had nothing to do with a local sense of independence, even less with the idea
of a Portuguese independence; he simply wanted to replace those in power
in Rome. He may well have lived in Evora, but such a claim lacks historical
grounding because no primary source places Sertorius anywhere near Evora,
where he may well have never set foot. The abovementioned inscription
mentions a Sertorius but not necessarily the one Resende was interested in.
And finally, today there is relative consensus that the city wall was probably
built in the third century AD, and therefore long after Sertorius’ death. The
aqueduct, in turn, requires more discussion, and I will come back to it later in
this chapter.

Resende was not the first to propose several of these ideas, but his con-
tribution was certainly significant for their consolidation. The fact that they
were grounded on the authority of ancient authors and, perhaps even more
importantly, on that of inscriptions certainly contributed to the weight of his
arguments. Conversely, the shortcomings of Resende’s approach did not seem
to have raised many eyebrows (a notorious exception will be mentioned later)
until modern historians looked into the matter. In any case, this (successful)
attempt at constructing a Portuguese past for Evora and for Portugal exempli-
fies a certain way of looking at history, guided by the clear concern for creating
a national identity.

3 The Christian Past

Having established a Roman past for the city, Resende devotes most of the
rest of his book to the Christian roots of Evora. His main concern is to prove
that Evora is one of the oldest Christian cities in Iberia, which he does, for in-
stance, by referring to the tradition of Saint Mancos as the evangelizer of the
city. Mancos was the disciple of an apostle, Saint James, and he was generally

sua domestica, & Quinto Sertorio Hermes, & Quinto Sertorio Cepalo, & Quinto Sertorio
Anteros, seus libertos, aa honra dos deoses Lares, en ho dia da festa chamada Cépitalia,
fezeron jogos publicos & deeran conuite a todos os vizinhos..
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regarded to have been the first bishop of Evora: two degrees of separation from
Christ himself made for a very distinguished pedigree indeed. Mancos’ bodi-
ly remains had been buried in a church built for the purpose. During times
of Arabic invasion, the saint’s body was taken north, to Sahagun, in Asturias,
where it was safely kept. Immediately after the Reconquista of the city, the
bishopric was re-established and a cathedral commissioned. One of its chapels
was dedicated to the saint, and it was under this chapel that the founding stone
of the new building was placed, in 1186. The story of this saint was therefore
known before Resende, and he was keen on going over it in his book and insist-
ing upon the need to further dignify this devotion in the city. Of the church
in which the saint was originally buried, which was dedicated to him, only a
tower remained, and Resende vehemently deplored the ruinous state in which
it was poorly kept. This is an example of how interest in the Christian past
would eventually influence the history of renaissance architecture in Portugal,
as in 1591 a campaign was started to renovate the remains of the tower and
to enlarge them into a whole church, to which some relics of the saint were
returned.'8

A proper Christian past also requires early martyrs from Roman times.
Evora, Resende argued, had three of them: the siblings Vincent, Sabina, and
Cristeta. Like that of Mancos, the history of these three martyrs relied upon
rather thin evidence, but for Resende it was important to prove that they were
natives of the city and that they had been martyred in the time of Emperor
Diocletian, thus showing that Evora had been Christian since the religion’s
very early days. Both claims were disputed, and Portuguese and Spanish in-
tellectuals had different opinions about them. The point of contention was
whether the three siblings were natives of Evora or Talavera, and therefore
which of the two cities could use them to support their claims to old Christian
roots. The fact that their relics had also been transferred north in Arabic times
and were now sumptuously celebrated in their own church in Avila favoured
the Spanish side of the dispute. Nevertheless, in a long letter written in 1567 to
a man from Toledo called Quevedo, Resende argues his case along the same
lines he had used for his defence earlier in his history of Evora and denoting
the same concerns.!® Relevant to the history of architecture is that in Evora
only a small, dilapidated chapel was devoted to the martyrs, and Resende
also argued that it should be replaced with a more dignified one. In the 1560s,

18  Cf. Espanca Tilio, Inventdrio Artistico de Portugal. VII. Concelho de Evora (Lisbon: 1966),

vol. 1, 373-375.
19  Resende André de, Carta a Bartolomeu de Quevedo, ed. V.S. Pereira (Coimbra: 1979).
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FIGURE 5.1 Church of Saint Vincent, Evora
IMAGE © NUNO SENOS

under his own initiative and financial support, a new church was finally built,
which was dedicated to the three martyrs (and popularly known as the church
of Saint Vincent) [Fig. 5.1], and Resende could proudly report to his Spanish
interlocutor that the new church was ‘artistically adequate and [had] excellent
dimensions’2° That it was a centralized building and thus particularly suitable
for a martyrium could well have been Resende’s own idea.?! Once again, con-
cern about a Christian past played a role in the architectural history of the
country.

From the point of view of the construction of the past, Resende’s approach
of the Christian past does not differ much from his fabrication of a nation-
al identity: historical sources were used with some liberty in order to prove

20 ‘Artisticamente cuidado e com excelentes dimensodes’, Resende, Carta 102.
21 On this church, see Espanca T., “Fundagéo e Evolugio Histérica da Igreja dos Martires de
Evora’, A Cidade de Evora (1st series) 29-30 (1949) 472-483.
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the points that mattered the most to him. The past was important mostly
to establish that Portugal itself had a very old cultural identity and that that
identity was, first and foremost, Christian. The church of the three martyrs
functioned as a perfect synthesis of all these concerns: it was built in the shape
of a Greek cross, used the classical orders (Doric in this case) to celebrate early
‘Portuguese’ martyrs, and somewhat brought together the Christian and the
Roman pasts, successfully intertwining the prestige of classical times with that
of a strongly rooted religion.

4 The Roman Past: The Temple of Evora

While these concerns can be detected in other authors of the period, it must
also be kept in mind that these were men (and very few women) who admired
the Roman past immensely. They had been educated in Latin, a language in
which they corresponded and published; they had read the classics and re-
vered them. For them, the weight of the Roman written word, either published
or inscribed, was the ultimate source of historical legitimacy and it was to it
that they turned whenever authoritative data were needed.

The architectural remains of the Roman past were treated in a different,
somewhat puzzling way. It is most surprising to reflect upon the role played
(or not played, as I shall argue) by the Roman temple of Evora [Fig. 5.2]. Built
in the first century of our era, it was the temple of the city’s forum, a location
whose centrality was maintained in medieval times. In fact, it was right next to
this temple (although it did not replace it) that the twelfth-century cathedral
was built, and then its cloister, and eventually the adjoining bishop’s palace.
Throughout this process, destructive in nature in so many other respects, the
imposing Roman remains were spared, and they have come to us as the most
spectacular Roman ruins in the country. Therefore, the men and women of
the Portuguese renaissance, those who commissioned buildings, those who
designed and erected them, those who wrote about them — they all had this
magnificent ruin as their neighbour from which to draw inspiration. If they
were interested in classical architecture, they did not have to limit themselves
to the many prints that circulated depicting the most famous Italian buildings
of antiquity; they could look at their own.

It is therefore surprising to realize that the architectural past that the
early Portuguese renaissance was trying to bring back to life does not seem
to bear much relationship to the one Roman building that survived in
the country. The fanciful fluted columns and the ornate Corinthian capi-
tals of Evora’s temple did not appeal to the architects and/or patrons of the
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FIGURE 5.2 The Roman temple of Evora
IMAGE © NUNO SENOS

period. In fact, when they were looking for Roman (or Roman-inspired) ar-
chitectural solutions it was not to Evora that they turned their attention,
but rather to printed images that circulated abundantly or to the visual ex-
perience brought to Portugal by artists coming mostly from France, Flanders,
or Spain.

If one considers the earliest examples of ancient-looking ornamentation
used in Portugal — described in the documents as ao romano (in Roman style) —
dating back to the 1510s, such as the portal of the cathedral of Lamego or the
cloister of the Hieronimyte monastery in Lisbon [Fig. 5.3], it becomes very
clear that Evora’s temple was not the source of inspiration that shaped them.
The same conclusion is reached when considering constructions closer to
Evora, such as the portal of the church of Arronches or that of the Clarisses
from Vila Vigosa, whose authors (even if not always yet identifiable) are likely
to have visited Evora. Even those who built the earliest renaissance churches
in the city proper [Fig. 5.4], sometimes using the same local granite [Fig. 5.5],
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FIGURE 5.3 Detail of the cloister of the monastery of Jerénimos, Lisbon
IMAGE © NUNO SENOS

FIGURE 5.4 Interior of the church of Valverde near Evora
IMAGE © NUNO SENOS



AN APPROPRIATE PAST FOR RENAISSANCE PORTUGAL 137

FIGURE 5.5 Facade of the church of Graca, Evora
IMAGE © NUNO SENOS
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just a few steps away from the Roman temple — even they were not looking at
the actual ancient remain they had at hand.

The explanation for this seemingly strange phenomenon lies in part, but
only in part, in the medieval fate of the Roman temple. In fact, the temple
was spared the dismantling or the total destruction that happened to so
many other buildings during the complex process of the fall of the Western
Roman Empire. It did, nevertheless, lose its functionality to become a point-
less, incomprehensible, and useless ruin sitting at the very centre of the city.
At least as early as the fourteenth century, the space between the surviv-
ing columns of the temple had been walled-in, more walls had been built
where columns were missing, and crenellation had been added to the full pe-
rimeter of the building, which was subsequently reused as the city’s butchery
[Fig. 5.6].

It was as such that the building remained until the 1840s, when the munici-
pality decided to close down the butchery and restore whatever was left of the
original temple while clearing the surrounding area in order to monumental-
ize it. Promptly, the duchess of Palmela presented the city with her own adja-
cent property for demolition, including a building whose walls were attached
to those of the butchery.2 There is no record of what the said building may
have looked like or how it connected to the ruin, but this must have contrib-
uted to its invisibility in medieval and early modern times. Invisibility, in fact,
explains why Resende refers to it as ‘a handsome portico with Corinthian col-
umns’ in the only words that he (or any other renaissance author) dedicates to
the Roman remain whose original function had already been forgotten.23

5 The Roman Past: The Aqueduct

In spite of this peculiar case, other routes were taken to fabricate a Roman
past for Evora. One of the earlier attempts may have been linked to the city’s
bishop (between 1485 and 1522) Afonso de Portugal, a natural son of the
duke of Braganca, who was educated in Salamanca and was an eager collec-
tor of Roman inscriptions.?* When King Manuel came to power in 1495 he

22 Leal ].C,, Giuseppe Cinatti (1808-1879). Percurso e Obra, MA thesis (Lisbon: 1996) 283—285.

23 ‘Um belo pértico de colunas corintias’, Resende, Carta 101.

24 Caetano J.0., “Sombras e Alguma Luz Sobre o Bispo D. Afonso de Portugal’, Cendculo.
Boletim On Line do Museu de Evora 2 (2007) 3-24.
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FIGURE 5.6 The Roman temple of Evora before restoration. Photo Pereira&Prostes
IMAGE © ARQUIVO FOTOGRAFICO DA CAMARA MUNICIPAL DE EVORA
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established a vast programme of administrative reforms that included the revi-
sion of the cartas de foral, the charts that established the rights and duties of
every city in Portugal. Evora was one of the first to receive a new chart (1501),
and it is possible that Bishop Afonso was behind the illuminated image that
illustrates its first page. In it, Evora is presented using its Latin name — Ebvra
Colonia Romana — and, to make this claim more effective, the typescript was
manipulated to make it look somewhat more ancient, by graphing the ‘U’ (in
‘Ebura’) as a ‘V’ and by inscribing the ‘O’ (in ‘colonia’) within the ‘C. Whoever
made these choices was certainly paying attention to inscriptions.

There is another aspect of the usage of Evora’s Latin name which would
have gone unnoticed to most, but certainly not to those who decided to use
such a designation: Evora was never a colonia but simply a municipium whose
correct name was actually Ebora Liberalitas Julia. This image and its caption
thus show that the construction of a Roman past for Evora was already under-
way at the turn of the sixteenth century and that liberal inventions were not
beyond acceptance by those who were invested in the endeavour.

In January 1531, a strong earthquake hit Lisbon, causing the court to take
refuge in Evora, where it stayed until the end of the decade. Along with the
king, John 111 (1. 1521-1557), came the resources and initiative of the country’s
aristocracy, the talent of its best artists, and the knowledge of its most promi-
nent intellectuals. The king’s chroniclers are unanimous in acknowledging
the monarch’s feeble command of Latin, but the stage was nonetheless set for
Evora to become the capital of the Portuguese renaissance. The city’s Roman
past became, once again, a major concern.

It was in this context that Resende returned to his native city, where he be-
came perhaps the most prominent humanist in the country. As mentioned
before, he was also one of the Portuguese literati most engaged in the search
for the country’s Roman past. He thus devoted considerable efforts to identify-
ing Roman inscriptions found in the region. He transcribed several that had
been incorporated into the walls of later buildings, but in those years there
were many active construction sites in Evora and master builders got into the
habit of calling upon him whenever new materials surfaced. Resende quoted
these abundantly in his books. He kept several of his findings for himself, in his
own house, which makes it difficult to verify some of his claims today. A few of

25  The best analysis of Evora as a renaissance capital under John 111 remains the unpub-
lished Moreira R., A Arquitectura do Renascimento no Sul de Portugal. A Encomenda Régia
Entre o Moderno e o Romano, PhD dissertation (Lisbon: 1991).
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his findings can be identified and authenticated today; others, however, have
been proven to be fakes, pure and simple.26

One of the inscriptions that has not survived and is known only through
Resende’s writings tells of the death of Lucius Sabinus, who fought in the war
against the Lusitanians led by Viriato. According to Resende’s testimony, the
inscription uses expressions such as ‘bellum contra Viriatum’ (war against
Viriato) or ‘patria libera’ (free fatherland), both of which are unlikely (to say the
least) to have been used in their supposed context.2? In any case, the inscrip-
tion reveals itself to be a fake beyond any doubt in using the word ‘Lusitania)
which was not created until over a century after Viriato's death.2® The
inscription was evidently a fake, one of several that Resende created to support
his claims.

It is in the third chapter of his Antiquities of Evora Resende wrote that the
Roman general Sertorius had settled in Evora. His claim was based both on
oral tradition and on an inscription that was lovingly preserved throughout the
centuries in the Town Hall before it made its way to the city’s museum. Today,
opinions are divided about this inscription. Some claim it is a fake, while most
are of the opinion that the ‘Q. Sertori’ it mentions is (or at least could just as
well be) a different person. In any case, the inscription was found during the
construction of a palace whose works did reveal the remains of a Roman con-
struction. Such coincidences were enough for Resende to identify the site as
that of Sertorius’ ancient house in Evora, and for the count of Sortelha (who
owned the construction site) to incorporate the findings into his new palace.

No other source even suggests that Sertorius ever visited, let alone lived in,
Evora, but Resende’s argument served everyone’s interests well, and the square
where the palace is located is still called Sertorius’ Square. In renaissance
Evora, it was important to prove that Sertorius had lived in the city. As men-
tioned before, Resende credited him with the construction of several pieces of
urban infrastructure, including an aqueduct, which had since disappeared and
which Resende was struggling to have restored.

Water supply was a major issue for all early modern cities, and all the
more so for Evora, which had not been built by a river or any other abundant

26  Examples of inscriptions he kept in his house are mentionned in Resende, Obras
Portuguesas 11, 24. On his fakes, see Encarnacéo J. d, “Da Invengéo de Inscricdes Romanas
Pelo Humanista André de Resende”, Biblos 67 (1991) 193—221.

27  Resende, Obras Portuguesas 14-15.

28 On the Roman administrative organization of Iberia, see Fabido C., “A romanizacéo do ac-
tual territério portugués”, in Mattoso J. (ed.), Histéria de Portugal, vol. 1: Antes de Portugal
(Lisbon: 1992) 203—299.
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source of drinkable water. As the population of the city grew larger throughout
the fifteenth century, the need for water became ever more pressing, and an
attempt to resolve it through the construction of an aqueduct was first put
forth by King John 11 (reg. 1481-1495), a project that was underway at the very
end of the monarch’s life.2? This project seems to have been abandoned under
King Manuel (r. 1495-1521), who granted the use of the water obtained from
whatever had been built of that aqueduct to Jorge da Silveira, a man from his
council. Towards the end of his reign, Manuel himself spent over a year in
Evora (1519-1521) and was therefore able to experience in person the problems
water shortages were causing in the city. He thus decided to reactivate the con-
struction of his predecessor’s aqueduct, a desire that generated some legisla-
tion regarding ‘the pipes that will be built’3? but actually never were.

For King John 111, Evora seems to have been an acquired taste. Immediately
after the death of his father, all royal construction sites in the city (including
the aqueduct) were halted, and they were not reactivated until a few years
later, starting with the royal palace, which was amplified from 1525 on. It was
not, however, until the following decade that the court settled in the city for a
longer period, and in that context the practical and effective need of water be-
came, once again, a priority. In the meantime, court culture, too, had changed;
the influence of humanistic culture had become more prominent, and there
was a growing general will to enrich the city with an ancient past and presti-
gious edifices that could testify to it. An aqueduct served all these needs per-
fectly: Vitruvius had written about them and nearby Merida (which Resende
had visited and which was a rival in the quest for an ancient past) had a Roman
one, and if Resende could convince his king that Sertorius had built one, then
Evora, too, could claim the reconstruction of an original Roman aqueduct.

Oral tradition, which Resende uses as an argument to prove that a Roman
aqueduct had indeed existed is, of course, unverifiable. More palpable are refer-
ences to toponyms, the names of certain streets that had been used for as long
as anyone could remember. For instance, there is Rua do Cano (Pipe Street),
which today we can document as having had that name at least since 1290
and which, according to Resende, referenced a street where the old Roman
aqueduct used to pass. Arcos do Divor (Arches of Divor) was another toponym

29  The history of the aqueduct before John 111 was best reconstructed by Bilou F.,
A Refundacio do Aqueduto da Agua da Prata em Evora, 1533-1537 (Lisbon: 2010), which I
follow here.

30  ‘Os canos que se hdo de fazer, mentioned in the document from December 1520 that
appoints Ferndo de Macedo as being responsible for the building site (cited in Bilou,
A Refundagdo 48).
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that Resende evoked: Divor was the name of the source where water could be
captured, and the arches referred to the structure that connected the source to
the city. Furthermore, both street and road were located over a line where an
aqueduct could, in fact, have been built most effectively. According to Resende,
these toponyms preserved the memory of an aqueduct that had existed and
since disappeared. At one point during his ramblings in and around Evora in
search of ancient vestiges, Resende claimed to have identified the bases of two
pillars of the Roman aqueduct. He so wanted to prove that there had indeed
existed a Roman aqueduct that he took the king himself to see these archaeo-
logical findings, which are impossible to identify today.

An aqueduct such as this one was an expensive project, and the possibility
of its construction generated much debate. For the purposes of this book it
is especially important to note that Resende, its most prominent proponent,
did not use the need for water as an important argument in its favour; for him,
the really relevant issue at stake was the possibility of the reconstruction of
Roman remains, especially one that was associated with a figure as prestigious
as that of Sertorius. It is precisely on these issues that the discussion seems to
have hinged in the sixteenth century. Resende’s most significant opponent was
Bishop D. Miguel da Silva, a close friend of the king® who claimed that the
Romans had never built an aqueduct in Evora and that Sertorius had never
lived there either. Such opposition to Resende’s cause justified his writing a
text against the bishop’s arguments and two further treatises on aqueducts, all
of which have been lost and are only known because Resende mentions them
in his writings.32 In all of them Resende evoked written sources, oral tradition,
toponymy, and archaeology, as explained above. All these resources, however,
did not prove sufficient to convince the various detractors of his claim, and
most of all his king who hesitated on the matter.

It was in such context that a (supposedly) Roman inscription made its
way into the discussion [Fig. 5.7]. According to this inscription, Sertorius had
walled the city in honour of veteran soldiers who had become citizens of Evora:

31 Miguel da Silva and the king were close at that point in time; they would later quarrel and
the bishop would flee the country to become a cardinal in Rome. On Bishop Miguel da
Silva see Deswarte S., Il Perfetto Cortegiano’ D. Miguel da Silva (Rome: 1989).

32 Resende himself refers to all these in Obras Portuguesas 44. For further discussion of
this subject, see Deswarte, I/ ‘Perfetto Cortegiano’ 84 ff.; and Rodrigues P.S., “A Muralha, o
Templo e 0 Aqueduto Na Tradico de Sertério Construtor da Evora Romana (Séculos XVI-
XIX)", in Oliveira F. — Oliveira J. — Patrocinio M. (eds.), Espagos e Paisagens. Antiguidade
Cldssica e Herangas Contempordneas (Coimbra: 2012) 255—263.
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FIGURE 5.7

Inscription on the construction of
Evora’s aqueduct by Quintus Sertorius,
Museu de Evora
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furthermore, the inscription tells us that Sertorius had built an aqueduct in
order to supply the town with water:

33

34
35

36

37
38

39
40
41

42

Q.33 SERTORSKIVS>3* [ttt ettt 1%
<IN>/ HONOREM NOMINIS SVI ET COHORT<IS>36 FORT37 | EBORENSVM
MVNIC.38 VET.<ERANORUM>3% EMER.40<ITORUM> VIRTVTIS ERGO /
DON DON#'BELLO CELTIBERICO DEQVE MANVBIIS / IN PVBLIC<AM >*2

=QVINTVS. I am grateful to Karl Enenkel for the annotation and the English translation of
this inscription.

=SERTOR<IVS>.

Here almost 8o per cent of the first line of the inscription has been deleted. It is not totally
clear what text Resende (or the falsifier) supposed to have been deleted. In any event, the
following ‘HONOREM’ requires an ‘IN’ just before it. Furthermore, the odd ‘DON DON’ sug-
gests that a building or another kind of substantial present was meant.

It is obvious that, according to Resende (or the falsifier), COHORT.<1s> should be read,
the t.t. for a group of Roman army cavalry.

Resende must have had FORT<IvM> in mind.

Probably believed by Resende (or the falsifier) to be supplied as MvNIC<IPTUM>
(plural form of ‘municeps’). However, ‘MUNIC’ is not a normal abbreviation in Roman
epigraphy. ‘MVNICIPIVM’ would ususally have been abbreviated as ‘MVN".

Probably thought to be supplied as VET<ERANORUM >.

Obviously thought to be supplied as EMER<ITORUM>.

The repetitve ‘DON DON’ is odd. ‘D.D.’ — which may mean D<ONO> D<EDIT> or D<EDIT>
D<ONAVIT> Or D<ONO> D<ICAVIT> — would be a normal and accepted abbreviation in
Roman epigraphy. It is not entirely clear what Resende had in mind. Maybe it was some-
thing like ‘DONVM DONAVIT’; however, this is tautological and not a correct formulation
of Roman epigraphy either.

Obviously thought to be supplied as PvBLIC<AM >. ‘PVBLIC’, however, is not a normal ab-
breviation in Roman epigraphy; PvBLICAM would have been abbreviated either as PvB or
as PVBL.
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MVNIC<IPII>43 EIVS VTILITATEM VRB<EM>** | MOENIVIT EOQUE
AQVAMDIVERSEIS*’INDVCT<VM>*6 [VNVM COLLECTEISFONTIB<VS>%7
PERDVCENDAM CVRAV<IT>%8,

Quintus Sertorius, <in> honor of his name and of that of the group of
cavalry of brave veterans, citizens of the municipium of Evora, has do-
nated this [..c.ccoeververinnicnceennen ] to them for their valiantness in the
Celtiberian war, and has fortified the city with a wall built from the money
that was obtained from the sale of the booty, for the public good of the
municipium, and he took care that water was conducted to it by means of
an aqueduct in which various springs had been brought together.

Resende mentions this inscription in chapter v1 of his book,*° and a full tran-
scription is given in the fifth book of the Antiquities of Lusitania, added by Diogo
Mendes de Vasconcelos to the unfinished manuscript left by Resende, which
Vasconcelos published in a revised form in 1593.5° According to Vasconcelos,
Bishop Miguel da Silva accused Resende of having faked this inscription, argu-
ing that Sertorius was the Roman mother’s surname, and not that of his fa-
ther. The bishop’s arguments, however, do not seem to have been considered
seriously: prominent sixteenth-century authors, such as Jodo de Barros and
Anténio de Castilho, echo Resende in praising the king for having restored a
Roman monument ascribed to Sertorius.

It was not until the nineteenth century that epigraphy specialist Emil
Hiibner provided a critical analysis of Resende’s work, exposing parts of it as
either over-interpretations or, in the case of this particular inscription, fakes.>!
Since Hiibner’s work, much has been written about Resende’s historiograph-
ic work; that the inscription under analysis is a fake has become universally

43  Obviously thought to be supplied as MVNIC<IPII>.

44  Obviously thought to be supplied as VRB<EM>. However, it is an odd mistake by Resende
(or the falsifier) to call a ‘municipium’ an ‘urbs’. In Roman antiquity, ‘urbs’ was usually a
privileged title of Rome.

45  ‘Diversis [...] collecteis fontibus’ is odd and does not belong to the language of Roman
epigraphy. The falsifier, however, has deliberately used the archaic forms ‘diverseis’ and
‘collecteis’ in order to give the inscription an authentic flavour.

46 Obviously thought to be supplied as bvcT<vMm> (waterline).

47  Obviously thought to be supplied as FONTIB<VS>.

48  Obviously thought to be supplied as CVRAV<IT>.

49  Resende, Obras Portuguesas 50.

50 Resende, De antiquitatibus Lusitaniae, liber quintus 14.

51 Hiibner E., Corpus Inscriptionum Latinarum vol. 11 (Berlin: 1869) 14.
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FIGURE 5.8 Section of the aqueduct of Agua da Prata, Evora
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accepted.52 The use of terms that were not common at the time or that did not
exist, the odd use of abbreviations, and the fact that the part of the inscription
that has been damaged does not seem to have ever had any text underneath —
all of these arguments have been used to disqualify it as an acceptable histori-
cal source.

Be that as it may, in the context of Resende’s argument this inscription
proved the existence of the city walls and of the aqueduct in Roman times,
and it assigned both to the initiative of Sertorius. In a time when inscriptions
functioned as the ultimate proof of historical probity, this one seems to have
been a final and decisive argument. In 1534 work began on the (re)construc-
tion of this major structure crossing the fields from Divor to Evora, some 16 km
long, following precisely the line that had been called, from time immemorial,

52 Cf. Pereira’s critical remarks to Resende, Carta a Bartolomeu; Deswarte, Il ‘Perfetto
Cortegiano’; Encarnagéo, “Da Invengéo”; Bilou, A Refundagdo; and Rodrigues, “A Muralha”

255—263.
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Arcos do Divor, Arches of Divor [Fig. 5.8]. Upon entering the city, the aqueduct
followed the street that had always been called Rua do Cano, or Pipe Street;
was punctuated at strategic points by reservoirs [Fig. 5.9]; and finally served
its contents to the public through several fountains built throughout the city
[Fig. 5.10]. Not only had Evora resolved its water supply problem, it could now
also claim the possession of a major public work as useful and monumental as
those of the Romans and genuinely based on a Roman precedent. King John 111
now had more solid grounds to claim for himself the status of Patris Patriae, as
he proudly did on the facade of the church of Graga, which was being built at
the same time, for his own burial.53 The idea to use such a title on this facade
may well have been Resende’s.

Whether Resende was right or not about the Roman origins of the sixteenth-
century aqueduct remains under discussion. In the 1980s, archaeological cam-
paigns proved that in Roman times water did indeed make it all the way to
the highest points in the city: there was the rediscovery, in 1987, of the Roman
thermae that have already been mentioned (and whose memory had been lost
since the eighteenth century), and the discovery in 1989 of water tanks sur-
rounding the Roman Temple.5* Specialists agree that such structures could not
have functioned without an abundant source of water provided by a structure
such as an aqueduct. Even more recently, archaeologists seem to have found
the remains of a Roman dam as well as some remnants that could correspond
to the bases of the arches of an aqueduct,55 perhaps those Resende showed to
his king back in the 1530s. In any case, it seems ever more likely that there was
indeed once a Roman aqueduct that brought water from Divor to Evora, just
like Resende claimed, even if he had to fake evidence to prove it, and even if
Sertorius had nothing to do with it.

In conclusion, it can be said that for Resende, the appropriate past he was
trying to construct for his city (and, by extension, his country) had to be simul-
taneously Roman and Christian. The Roman component brought the prestige
that ancient times possessed for all humanists; the aqueduct served this pur-
pose. At the same time, it was crucial to prove that Evora had been Christian
from the dawn of Iberian Christianity, not only because in this context it was
impossible to conceive identity outside of religion, but also because Resende
wanted his city to be able to rival other old Christian centres of the Peninsula,

53  On this church see Branco M.C., A Construgdo da Graga de Evora. Contexto Cultural e
Artistico, PhD dissertation (Lisbon: 1990).

54  Silva A.C,, “A restauracdo do templo romano de Evora’, A Cidade de Evora, 2nd series, 1
(1994-1995) 63-71. )

55 Dias C., “Alicerces de Aqueduto Romano Descobertos em Evora’, Piblico (1 November
2016).



FIGURE 5.9 Water reservoir, part of the aqueduct of Agua da Prata, Evora
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FIGURE 5.10  Water fountain (Chafariz das Portas de Moura), Evora (1556)
IMAGE © NUNO SENOS

such as Toledo. Finally, the ultimate goal of the search for both pasts was the
creation of a solid national identity, which could require selecting heroes who
fought against the Romans, relying on little more than local tradition to argue
for Evora as the birthplace of certain saints, or, ultimately, faking inscriptions.
A sense of local pride and patriotism justified it all.
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CHAPTER 6

The Construction of a National Past in the Bella
Britannica by Humbert of Montmoret (d. ca. 1525)

Thomas Haye

1 Introduction

In the early 16th century, the European peoples experienced an extremely dy-
namic boost to their collective self-reassurance. One particularly important
vehicle in this construction of a national consciousness was history as medi-
ated by literature. Interestingly, each of the continent’s nations evolved its own
system of references, which might be more or less dominant. For example,
while in Italy Roman antiquity developed into a central theme, in France it was
the immediate past, i.e., the High Middle and Late Middle Ages, that played a
markedly greater role. It was especially the dissociation from England during
the Hundred Years’ War that contributed materially to the formation of French
self-consciousness. Antiquity, literally the “old time,” here proved to be a serial
plural, a succession of historical layers extending from the mythical past into
the late 15th century.

How the French “antiquities” were used as the modern era unfolds is
exemplified in the historical-panegyric poetry of Humbert of Montmoret
(Humbertus Monsmoretanus). Almost nothing is known about the author!
except that he came from the Duchy of Burgundy, may have entered the
Benedictine monastery near Vendome toward the end of his life and died
there around the year 1525. Surviving in print is a series of his poems in Latin,
some of which treat religious themes while others deal with contempo-
rary times and the more recent history of France.? Thus, in the year 1513, he

1 On the author, see Provini S., “Lécriture épique de Germain de Brie et d'Humbert de
Montmoret et 'humanisme italien”, in Deramaix M. et al. (ed.), L'Italie et la France dans ['Eu-
rope latine du XIV¢ au XVII° siécle (Mont-Saint-Aignan: 2006) 79—93, here 79-80; Provini S,,
L’Ecriture épique au début de la Renaissance. Humbert de Montmoret, Germain de Brie, Pierre
Choque, Lincendie de la Cordeliére (La Rochelle: 2004) 17-18; Kouskoff G., “Deux Epopées
néo-latines a la gloire d’Hervé, le Nauchier breton’, in Chevallier R. (ed.), Colloque L’Epopée
Gréco-Latine et ses Prolongements Européens. Calliope 11 (Paris: 1981) 199—216, here 200—201.

2 On the epic poems, see Braun L., Ancilla Calliopeae. Ein Repertorium der neulateinischen Epik
Frankreichs (1500-1700), Mittellateinische Studien und Texte 38 (Leiden — Boston: 2007) 74—91.

© THOMAS HAYE, 2019 ‘ DOI:10.1163/9789004378216_008
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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publishes a Herveis, followed by a Bellum Ravenne in 1513/14 and a collection
of Duodecim Silvae in 1514; also in print is another, undated poem on the life of
Christ (Christis).3

The most significant work in the oeuvre, however, are the Bella Britannica,
an epic of some 3,000 verses divided into seven books which was published by
Josse Bade in Paris in January 1513.* Montmoret at this point may already have
lived as a monk at Venddme, since he addressed the poetic praefatio (as well
as a subsequent series of distichic epigrams) to his abbot Louis de Cravant.5 In
it, Montmoret describes the epic as his literary firstling composed in less than
three months.® It may be that he had entered the monastery not long before.

The text deals with the years 1422—1429, that is, only a short stretch of the
Hundred Years’ War. Since the title mentions a ‘prima pars,” the author may
have planned a sequel covering the later years.® But there is no trace of it hav-
ing been realized. Occupying a special place in the narrative are the heroic
deeds by the Maid of Orleans; also, King Charles viI of France (1422-1461)
takes the stage as a second protagonist. However, this is not to say that the
text is exclusively tailored to a single heroic figure. Although Montmoret’s epic
uses numerous motifs from Virgil's Aeneid, it is not primarily oriented toward
individual persons (as the title Bella Britannica already indicates). It recounts
instead the collective struggle of the French people against the English. A bet-
ter conceptual comparison might be the Punica composed by Silius Italicus,

3 Onthe Christis, see Czapla R.G., Das Bibelepos in der Friihen Neuzeit. Zur deutschen Geschichte
einer europdischen Gattung, Frithe Neuzeit 165 (Berlin — Boston: 2013) 522; IJsewijn J. (with
D. Sacré), Companion to Neo-Latin Studies. PartI1. Literary, Linguistic, Philological and Editorial
Questions. Second, entirely rewritten edition, Supplementa Humanistica Lovaniensia 14
(Leuven: 1998) 29.

4 See Braun, Ancilla Calliopeae 81-88. In what follows, the quotes from the 1513 edition are not
graphically modernized; solely the abbreviations (also the e caudata) are resolved and the u
is differentiated from v. In this edition, punctuation is minimal. For enhanced understand-
ing, the citations are punctuated according to the rules of German orthography. Upper and
lower case are similarly adapted.

5 “‘Ad reverendum in Christo patrem dominum Ludovicum de Crevanto, abbatem
Vindocimensem [!] carmen ex tempore’, fol. A 11 . In Book 3, the epic deals among others
with the Bellum Cravantinum, i.e., the battle of Cravant (30 July 1423). The abbot thus may
have harbored a local patriotic interest in the account.

6 Praefatio, vv. 16-18 (fol. A 11 r): [...] nostri / Ingenii tibi primitias studioque trimestri /
Sudatum prebemus opus [...]' — ‘We hereby render unto you the firstling of our talent, a work
we produced with our zealous sweat in three months’.

7 Title leaf: Fratris Humberti Montis Moretani poetae oratorisque clarissimi Bellorum
Britannicorum a Carolo Francorum rege eo nomine septimo in Henricum Anglorum regem
foelici euentu auspice puella franca gestorum prima pars continens |...].

8 See Braun, Ancilla Calliopeae 81-88.
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which also glorify a certain community by differentiating it from another, hos-
tile collective.

Although Montmoret is regarded in modern literary historiography as a
poet influenced by Italian humanism, the narrative style cultivated in this epic
seems ‘eher mediaeval’? This may be accounted for by the fact that most of the
poem is based on a prose report from the Late Middle Ages written on royal
commission by a monk named Jean Chartier, a contemporary and eye witness
of the events depicted whose work was printed in 1476/1477 in the Grandes
Chroniques de Saint Denis (and again in 1493). Since Montmoret treats not con-
temporary history but instead France’s — more recent — past, he is forced to rely
entirely on this written source.

There is also scarcely anything of the humanistic to be found in the literary
technique. Certainly, the poem employs the genre-typical elements of the epic,
but these cannot be assigned to a particular era: Having come into use in antiq-
uity, most of them were also used in the Middle Ages, and in the Renaissance
as well. Moreover, Montmoret follows the ordo naturalis, portraying the his-
torical events, particularly military actions on both sides (battles and sieges),
sequentially; in addition, he lets divine powers intervene and weaves in some
fairly long speeches by and dreams of the protagonists for the sake of relief
or characterization. Besides the historical figures, he has God the Father or
Jupiter appear, also Mary and the sainted Dionysius; further, there is the sun
god Phoebus and the Cyclopes, as well as the personifications Fama and Ratio
and the Furies.

In the first book, the author addresses King Louis x11 of France (1498-1515)
and promises to sing of him later in panegyric verses (fol. 1 v):

Posterius tua facta canam, superataque forti
Regna manu nostris adiungent saecla libellis.
Et mea perpetuo describens pagina versu,
Strenua quae in Latiam gessisti praelia gentem,
Ibit in aeternos cedro vivacior annos.!?

Montmoret here holds out the prospect of celebrating contemporary events
in song, namely, the successes Louis met with in Italy (and especially against

9 Braun, Ancilla Calliopeae 81; see there also 88: ‘Mediaeval-statische Beschreibungen’.

10  ‘Later will I sing of your deeds, and the kingdoms conquered with a strong hand will
bestow on our books centuries [sc. of response]. And my page, which, with undying
verse, describes what magnificent battles you fought against the Italian people, will stride
longer-lived than a cedar into eternity’.
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Venice). Let the depiction at hand of the Hundred Years’ War hence be nothing
more than prelude: [...] iam nunc praeludia quaedam / [...] / Incipiam [...]’
(fol. 1v). This is no empty promise: Already in 1513 (or 1514), the Bellum Ravenne
appears in print celebrating the victory won by Louis over Pope Julius 11 and
the Holy League.l!

2 The Presentations of the Past in Montmoret’s Epic

In Montmoret's text it is not just the French but also their English adversaries
who can look back on a glorious past which impels them to fresh deeds. Thus,
the poet describes in the second book how King Henry vi1 of England (1422—
1461 and 1470-1472) and his noble counselors sit at table in a courtly hall that is
decorated with marvellous tapestries depicting scenes from Britain’s history.12
They see here first of all the legendary conquest and settlement by the Britons,
Picts, and Danes. Then, in a different place, there is the legendary Brittonic
King Lucius who is said to have converted his people to Christianity in the
2nd century.!3 Another of the tapestry’s scenes shows the Brittonic King Arthur
vanquishing the Scots, Saxons, and Romans, aided by Merlin, the equally leg-
endary sorcerer and prophet.!* Roman antiquity is not entirely eclipsed here,
but what dominates is a depiction of a mythic, historic past that is not fixated

11 On the text, see Braun, Ancilla Calliopeae 89—91.

12 Fol. x1111 r: ‘Atria barbaricis ornata tapetibus intrant / Egregii proceres lanisque insculpta
tuentur / Magnorum facta alta patrum moresque vetustos / Actaque magnanimas cer-
nunt stimulantia mentes: / Scilicet ut saevi traiectis Britones undis / Celsa Albioniis po-
suerunt moenia terris, / Qualiter et Picti Daunique in bella feroces / Struxerunt per rura
domos [...] — ‘The splendid knights enter halls adorned with barbarian [i.e., dating from
pre-Christian times] tapestries and regard the noble deeds — depicted in the wool - of the
great forefather and the old customs, and they see actions that make their great hearts
pound: say, how the wild Britons after crossing the waves erected steep walls in Albion;
and how the warlike Picts and Danes built their houses on the fields..

13 Fol. x1111 r: ‘Parte alia auratis fulgebat Licius armis, / Sancta Panomphaei recolens qui
iussa tonantis / Barbara frangebat vanorum altaria divum’ — ‘In another place, Licius
[= Lucius] blazed with golden weapons, and, remembering the sacred orders of the thun-
dering Panomphaeus [= God] he destroyed the barbaric altars of false deities..

14  Fol. x1111 v: ‘Fulminat hic Arcturus atrox Pictosque volucres / Persequitur pellitque suis
Saxones ab oris, / Oenotrias sternitque acies ususque sagacis / Merlini auxilio, quo non
praestantior alter / Augurio (huic dederat ventura elapsaque summus / Scire pater) bellis
terret crudelibus orbem’ — ‘Here again shines the wild Arthur, and he pursues the fast-
moving Picts, drives the Saxons from his shores, subdues the Oenotric [= Roman] hosts,
and, helped by the clever Merlin (there was no better seer, for the Father on high [= God]
had given him the gift of kenning the future and past), terrorizes the world with merciless
wars',
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on Rome but on the British isle and feeds entirely on sources from the Early
Middle Ages.

In the epic, to an even greater degree, the thoughts and doings of the French
protagonists are determined by a past in which the pagan Rome of antiquity is
only one instance among many. Thus, the poet describes how the French king
Charles addresses his troops.!® To fire up his compatriots’ patriotism, the mon-
arch reminds them of the purportedly numerous defeats that the French had
inflicted on the English in the 14th and early 15th centuries. Going even further,
the king evokes the memoria of the Migration Period when the Franks defeated
the legions of the Roman Emperor Theodosius (379-395).16 With the English
clearly less capable militarily than the formidable Romans, the French were
able to beat them without difficulty. Montmoret now explains that the king’s
address stoked the French soldiers’ desire to give battle significantly and then
proceeds to a terse characterization of his compatriots. His choice of historical
references here is instructive. Thus, he starts off with (fol. xx11 v):

Gallus enim parvo magnas fert corpore vires.

]

Aut quales Orladus atrox, cui corpore parvo
Tanta fuit virtus, ut pauco milite cinctus

Impia prostrarit Marsilli castra superbi

Vicerit et magnum clava, non ense, gigantem.”

15 Fol. xxI r—v: ‘Nunc opus est obstare animo patriamque focosque, / Uxores, natos, al-
taria sacra, penates / Nostraque districto defendere corpora ferro. / Post tantos patrum
terraque marique triumphos / Turpe foret perferre iugum gentisque superbae / Elatas
tolerare manus, quas Gallia saepe / Victrici fudit mediis certamine campis’ — ‘Now it is
necessary to resist courageously and to defend homeland, hearth, wives, children, sacred
altars, dwellings and our bodies with drawn sword. After such victories by our ancestors
on water and on land, it would be shameful to be yoked and have to abide the hand raised
in triumph [or: the boastful troops] of a proud people that Gaul often in victorious battle
swept from the midst of the battlefield.

16  Fol. xx1 v: ‘Si quondam Oenotrias virtus Franconia gentes / Thedosiique acies campo
expulit [...], / [...] / Cur nunc longe animis Anglos et viribus infra / Non potero assump-
tis propellere fortiter armis? — ‘If at one time Frankish courage drove the Oenotric
[= Roman] people and the legions of Theodosius from the field [...], why would I not
pick up weapons now and forcefully drive off the English who, in courage and strength of
arms, rank far below the Romans?’.

17  ‘The Gaul may have been of small stature, but he possesses great strengths [...] Or, as for
example the terrible Roland, who, although he was of slight build still had such great cour-
age that, aided by only a few soldiers, defeated the godless forces of the proud Marsilius,
vanquishing the powerful giant with a mere club and not a sword.



158 HAYE

Montmoret here points to the Frankish knight Roland who, legend has it,
fought the Saracen prince Marsilus (or Marsilius) with great bravery during
Charlemagne’s invasion of Spain. This is followed by another historical remem-
brance (fol. xx11 v):

Fortia quid referam magni certamina regis?
Cui deus astrifero fluentia misit Olympo
Lilia [...].18

Here Montmoret evokes the Merovingian King Clovis (481-511) who, after
beating the Alemanni (i.e., after the battle of Ziilpich in the year 496), is said
to have converted to Roman Christianity. According to late medieval legend,
Clovis was the first to display the lilies sent by God on the Frankish coat of
arms. And Charles continues his address thus (fol. xx11 v):

Quid Magnum Magnique patrem fortemque Philippum
Romula Francigenis miscentem pila catheiis?1®

Montmoret here points first to Charlemagne’s Italian campaign and the vic-
tory he scored over the Lombard King Desiderius in the year 774. Second, he
refers to Charlemagne’s father Piepin the Younger (751—768) and his Italian
campaigns in 755 and 756. Third, the poet invokes the French King Philipp 11
Augustus (1180-1223), who, although he did spend time in Italy on returning
from the Holy Land, did not wage war there. Montmoret mentions him here
because of his great political and military successes. Finally, the king’s speech
evokes one more ruler:

Quid repetam, quanto Lodoicus turbine movit
In Machometiacos horrentia praelia Turcas?20

Meant here is the French King Louis viI (1137-1180) who took part in the
Second Crusade to the Holy Land.

18  ‘Why should I recall the great king’s battles? God let the lilies float down to him from
starred Olympus’.

19  ‘Why should I recall the Great One and his father, the brave Philip? They all let Roman
javelins hit Frankish cudgels’.

20  ‘Why should I remind of the mighty turmoil of Louis waging merciless wars against the
Mohammedan Turks?.
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Summing up: The author by a series of short vignettes here recalls for the
reader a long history of the Franks and, respectively, the French that stretches
from Late Antiquity to the 13th century. This allegedly glorious past does not
derive from pagan Roman antiquity, rather it is at best comparable to it.

In the fourth book, Montmoret describes how Saint Dionysius seeks out the
sun god Phoebus and implores him while a battle is raging between the English
and French to blind the opposing forces with his blaze. He justifies his entreaty
by stating that no other nation is as close to his heart as the French.?! For no
other nation is as closely tied to the Christian faith, no other fights the enemies
of the Christian God like it does. Here the poet once more alludes to important
instances, events, and persons of Frankish and, respectively, French history:
The reference here may be to the Merovingian kings adopting the Christian
faith and confessing to the Roman church, also the victories won by Charles
Martell (d. 741) over the Saracens, as well as Charlemagne proselytizing the
Saxons. Indirectly, the military engagement by the French crusaders is also
recalled.

In the last half of the seventh book, i.e., toward the epic’s end and therefore
at a prominent place in the text, the poet describes a tapestry being hung in
Joan of Arc’s tent. The long section is the counterpart of the aforementioned
passage in the second book in which the banqueting English marvel at tapes-
tries illustrating the history of Britain. The tapestry now on display in Joan of
Arc’s tent shows scenes of the Trojan War and of the Frankish mythology that
derived from it.22 Meeting the eye first is Hector’s attack on the Greek ships,23
a next scene shows the Trojan Francio, mythical progenitor of the Frankish
and respectively of the French people, fleeing to Gaul where he trains their

21 Fol. xxxv v: ‘Nulla mihi certe picti sub cardine caeli / Gratior esse potest quam Galli bella
potentis / Natio. Sacratis nulla est quae saepius aris / Thura ferat. Nulla est, cui post docu-
menta remansit / Clavigeri magis ampla fides; nulla insuper, ipsos / Quae totiens fidei
rabidos perterruit hostes’ — ‘Certainly, no nation under the colorful heavens turning above
can be more welcome to me than the splendid nation of the mighty Gaul. No nation sac-
rifices more often at the sacred altars. There is no nation, so it is handed down to us, that
has demonstrated greater enduring loyalty to the key bearer [= the Pope]. Furthermore,
no other nation has driven the wild enemies of our faith away more often’

22 See the table of contents in Braun, Ancilla Calliopeae 87.

23 Fol. LviI v: ‘Castra coloratis variata tapetibus, in quis / Acta legebantur magnorum il-
lustria regum. / Illis magnanimum crudelibus Hectora in armis / Cernere erat Danaas
cupientem accendere puppes’ — ‘[They set up] a camp that was colorfully decorated with
colored tapestries. On them they could follow the famous deeds of the great kings. On
others they saw how the magnanimous Hector bearing cruel weapons wanted to set the
Danaic [= Greek] ships on fire.
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forefathers in how to win at war.2* The French nobles present in the tent gaze
spellbound at the scenes depicted on the tapestry.?® For the observer, mythical
history serves to stimulate his own performance. After they have supped and
night has fallen, the nobles sit together to tell stories and reminisce about the
glorious events of that day. The visual memoria now segues into an oral-audi-
tory one. Spoken of now are the military feats that Joan of Arc accomplished
as well as the mythic Franks descended from Priam or other Trojans.?6 Next, a
minstrel by the name of Ioppas appears?? and performs a few songs that also
point first to the Franks’ Trojan heritage.?® So, the citharist has the Franks,
after vanquishing the Alemanni, also repulse the legions of the Roman emper-
or Theodosius (370-395).2° In keeping with the medieval narrative tradition,
myth here blends seamlessly into history. Frankish history may be loosely inte-
grated with the history of the ancient Romans and related to it, but, more im-
portantly, it first achieves its own renown by differentiation from the Romans.

Ioppas then continues to sing of the first Merovingian king Pharamond who,
legend has it, reigned in the 5th century.3? Next come allusions to Merovech,

24  Fol. LviI v—LvIII 1: [...] saevisque elapsus Achivis / Francio discedens Gallas veniebat
ad oras, / Quas post ipse suo Francas de nomine dixit. / Hic docuit Gallos ferre arma
[...]/[...] / Inclyta sic Francae surrexit gloria gentis’ — ‘Francio, having escaped the wild
Achaeans [= Greeks], reached the Gallic shores which he later called Frankish after his
own name. He taught the Gauls how to fight war [...] In this way the oft-cited fame of the
Frankish people came to be'.

25  Fol. LvIII r: ‘Dum passim heroes per castra ornata refusi / Picturam aspicerent, picturam
corda moventem / Pascentemque animos imitandaque in acta trahentem, / Exornant
famuli mensas [...] — ‘While the heroes scattered around the decorated encampment re-
garded the picture that moves their hearts and feeds their courage and spurs them on to
exemplary deeds, the servants set the tables [...].

26 Fol. LvIII 1: ‘Vocibus alternis nunc strenua facta parentum / Enarrant proceres, validae
nunc quanta puellae / Corpora fulmineo prostrarit lancea cursu. / Priamidas alii geni-
tosque a sanguine Francos / Dardanidum [...] — ‘The knights took turns telling now of the
ancestors’ brave deeds, now of how the strong girl’s [= Joan of Arc] spear like lightning
threw the bodies [sc. of the enemy] to the ground. Other talked about Priam’s descen-
dants and the Franks descended from the blood of the Dardanians [= Trojans]’

27 See Virgil, Aeneis 1, 740.

28 Fol. Lv1II 1: ‘Concinit Hectoridas patria a statione repulsos, / Qui Gallas coluere plagas,
et Francia tandem / Fortis in immensum victis ut crevit Halanis’ — ‘He sings of Hector’s
offspring driven from their homes to then settle the Gallic lands, and how the brave
Franconia grew immeasurably after the victory over the Alani [meaning the Alemanni]’

29  Fol. Lviil v: ‘Thedosiique acies violento Marte reiecit’ — ‘[ The Frankish people] repelled in
violent war the troops of Theodosius.

30  Fol. Lviir v: ‘Hic quoque clara canit Pharamundi gesta diserto / Carmine [...]" — ‘In his
dulcet song, he also extols the renowned deeds of Pharamond.
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according to legend the progenitor of the Merovingians, who also ruled in
those days, and to his son Childeric 1 (d. 481/482) (fol. LvIII V):

Laudat et insignem clara virtute Moroveum
Surgentemque illa prolem radice superbum
Childericum, fudit rigido qui Marte potentes
Romulidas vicitque ferum sua regna tenentem
Gillonem et validis Odoagrum reppulit armis.3!

Montmoret here also shows how the history of the Franks successively eman-
cipated itself from the history of the Romans: Childeric is victorious over
the Roman usurper Aegidius (called Gillo here) and the Germanic warlord
Odoacer, who was also in Roman service.

After Toppas has finished his song, an older soldier holds a laudation on
the martial prowess of the French, which begins with the following words
(fol. LviII v):

Francia, magnorum nutrix animosa virorum,
In magnas laxata acies victricibus armis

Eoos calcavit agros quaesitaque bello

regna triumphatis tenuit Nabathaea tyrannis.3?

With this, the poet again, and now explicitly, refers to the Crusades of the nith
and 12th centuries in which the kings and knights of France played an instru-
mental part. The conquest and temporary occupation of the Holy Land are
presented to the audience as key events from its own antiquitas.

The old soldier next states flatly that the Gauls and, respectively, the French
had everywhere subjugated other peoples and that this elevates Francia to
‘Queen of the World’ (‘mundi regina’) and to keeper of the imperium.3® He

31 ‘He also sings the praise of Moroveus [= Merovech] for his great bravery as well as of
the proud Childeric who arose from that lineage as son. Childeric in merciless war van-
quished the mighty sons of Rome, he defeated the wild Gillo [Aegidius] who ruled in
those days [sc. over Rome] and he pushed back Odoacer with strong arms’.

32 ‘France, the courageous foster mother to great men, sent out great armies, with victorious
arms subjugated the lands of the Orient, and ruled the Nabataean kingdoms taken in war
after their tyrants had been defeated’.

33 Fol. LIX r: ‘Quid verbis opus est? Totum diffusa per orbem / Francia sic populos contrivit
Marte rebelles, / Ut mundi regina foret magnoque teneret / Imperio, quicquid gremio
complectitur aequor’ — ‘What need is there for more words? Francia, spread all over the
globe, has annihilated the rebellious peoples in war so much that it was queen of the
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concludes his speech by recalling how the Merovingian king Clovis 1, after his
victory over the Alemanni, was said to have converted to Christianity (fol. LIx
r-v). Repeating the late medieval legend, the soldier recounts how Clovis was
anointed with holy oil, received the Oriflamme from God and wore the French
lilies on his coat of arms. Furnished with these divine attributes, the French
had also defeated their Muslim adversaries in the Holy Land.?* Moreover, the
Merovingians had met with success in fighting the Arianic Ostrogoths, i.e.,
other enemies of the Roman Church and of orthodoxy (fol. L1x v):

Arrius ambiguum cum sparsit virus in orbem
Oppressitque errore fidem, Gothus impius urbes
Francigenas invasit atrox, at fortibus armis

Cum duce supremam dedit inter praelia vitam.3>

And on this note the old campaigner’s oration ends. A second soldier now ap-
pears to extol Charlemagne and his deeds (fol. Lx r):

Finierat senior. Iussus narrare secundus

Grandia commemorat magni certamina Carli,

Vicit ut Hunuldum et cogentem in bella cruentos
Vascones arma Lupum, ut magnum victricibus armis
Perfregit Desiderium, [...]

]

Saevaque Tartarei recolentes numina Ditis
Vicit ut atroces parvum [!] Saxones ad Hesam.36

Described here is how Charlemagne defeated Duke Hunold of Aquitaine, who
then fled in the year 769 to the Basque Duke Lupos 11, the ruler of Gascony,

world and with its great [sc. imperial] power ruled everything that the [world] ocean
encircles in its lap.

34  Fol. Lix v: ‘Et merito: gens nulla fuit, quae fortius hostes / Vicerit et Machometiacas per-
fregerit aras’ — ‘Quite rightly: There has never been a people that has beaten the enemy
more powerfully and destroyed the Mohammedan altars more effectively’.

35  ‘While Arius spread his poison in the teetering world and depressed the faith through his
false teaching, the sinister, impious Goth attacked the Frankish towns but together with
his leader found death in battle thanks to strong weapons’.

36  ‘The old man has finished. A second figure now is urged to tell of Charlemagne’s famous
battles, namely how he defeated Hunold and then Lupus who was forcing the bloody
Gascons into war and passage at arms, and how he subdued the great Desiderius in victo-
rious battles’.
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who, however, turned him over to Charlemagne in 770 and submitted to the
king. It is recalled further that Charlemagne in 774 subdued the Langobard
king Desiderius. In the following verses, finally, mention is made of the wars
against the heathen Saxons (772—804). The second warrior also relates that the
apostles had converted Europe’s various peoples to Christianity (among them
the holy Dionysius the Gauls), but that Spain had remained mired in supersti-
tion which was the reason for Charlemagne to march there and convert the
Iberians by force of arms.3” And with that, the second soldiers’s encomium
also ends. The assembled nobles spend the remainder of the night in the tent
praising the rest of the Frankish and French kings of the Middle Ages.38 This is
how the epic concludes.

3 Conclusion and Literary Historiographical Background

In this epic, regarded as humanistic only because of the chronology, the por-
trayal of a glorious past does not concentrate on pagan antiquity but on late
antiquity and medieval legend and, respectively, medieval history. However,
the latter does not so much compete with Roman antiquity as it serves as its
complement and culmination. Given this sort of perspective, the text is firmly
anchored in the medieval tradition of epic narrative, and, indeed, Montmoret
conceptually differs only slightly from the great French epic poets of the 12th
and 13th centuries (Gilles of Paris, William the Breton, Nicolaus de Braia,
among others). Still, it is highly unlikely that he knew of their works, much less
used them as literary templates. Both temporally and culturally much closer is
another epic by an Italian contemporary: the Carlias penned by the renowned

37  Fol. LX v: ‘Horruit immensi leges Hispania Christi. / Ad quam magnanimus Francae mo-
derator habenae / [...] / Armatos duxit proceres ritusque profanos, / Quos nequit sanctus
sermone lacobus iniquis / Dissuadere viris, valido mucrone revellit' — ‘The Spanish lands
recoiled before the laws of the mighty Christ. The magnanimous guide of the Frankish
reins led his armed nobles into the land and eradicated with a mighty blade those hea-
then rituals from which the holy Jacob could not deter the misled people by his sermons’.

38  Fol. Lx v: ‘Hos quoque, qui gestis famam meruere perennem, / Laudat quisque suo ce-
lebrandos ordine reges’ — ‘One after the other they also laud the praiseworthy kings who
earned everlasting fame through their deeds
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Florentine Ugolino Verino (1438-1516).3% At least in the initial verses clear par-
allels can be detected between Montmoret and Verino:#9

Montmoret I, 1-2 (fol. 1 1):
Praelia Francigenae canimus victricia gentis.*

Ugolino Verino, Carlias 1, 1—2:
Praelia magnanimi canimus victricia Carli
Armaque Francorum nullis impervia terris.*2

The Florentine poet had addressed the dedication copy of his epic to
Charles viir of France (1483-1498) and it is conceivable that the text
circulated at the royal court (even if the dedication was unsuccessful and
the codex was returned to the author in 1498 after the king’s death).43 Ugolino’s
work treats both the historic and the fabled and downright fanciful deeds of
Charlemagne who is portrayed in the dedication as progenitor of the French
royal house. Thus, a larger-than-life figure of France’s medieval history is
the focus of a humanistic epic that also relates in a certain way to France’s
contemporary history: As Charlemagne conquered the Langobards, so
Charles viir subdues the Italian peninsula.

It is not only poetic traditions that are responsible for the fact that medieval
antiquity plays such a prominent role in Montmoret’s work and is featured at
such length but so are two extraliterary rationales:

First, France and its kings emerge as the most important defenders of
Christendom and the Roman church. Since pagan antiquity cannot contribute
anything to this self-definition and self-portrayal, Montmoret has to let this
people’s relatable past begin in Christian late antiquity. He finds a rich trove
of material in the Merovingian adoption of Catholicism, Charlemagne’s mis-
sionary activity as well as the French kings’ engagement in the Crusades of
the High Middle Ages to stage a France guided by the ‘most Christian king’
(it is no coincidence that Charles vi1 was the first to officially adopt the title
of Rex Christianissimus). That the religious aspect should figure so centrally in

39 Ugolino Verino, Carlias. Ein Epos des 15. Jahrhunderts, ed. N. Thurn, Humanistische
Bibliothek. Texte und Abhandlungen. Reihe 11. Texte 31 (Munich: 1995).

40  An exegesis of the first verse in Thurn N., Kommentar zur Carlias des Ugolino Verino,
Humanistische Bibliothek. Texte und Abhandlungen. Reihe 11. Texte 33 (Munich: 2002) 98.

41 ‘We sing of the victorious battles of the people descended from Francio’

42 ‘We sing of the victorious battles of the noble-minded Charles and the weapons of the
Franks, for whom no land is inaccessible’.

43  Thurn (ed.), Ugolino Verino, Carlias 12.
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Montmoret’s epic is explained against the background of a prevailing Turkish
menace that drove the most important political discourse in the Europe of the
15th and 16th centuries. France had to base its claim to religious leadership on
a decidedly Christian-Catholic past to shore up its legitimacy and credibility in
this debate, particularly with the Habsburg Empire.

The second reason for so clearly favouring the medieval past can be found in
the military successes. The pagan antiquity mythos could only furnish losers:
Francio and his companions had to flee from a Troy besieged by the Greeks.
That would hardly yield any evidence of military competence. The Trojans
were poor refugees who saved themselves by crossing the Mediterranean to
the European coast in a boat. This contrasts with the different, more attrac-
tive foundation provided by medieval antiquitas: a long series of martial suc-
cesses and territorial expansions. The Merovingian kings Charlemagne and
Philipp 11 Augustus could serve as the most important protagonists in this
success story. — The military aspect, too, must be analyzed against the early
16th century background: at that time, only someone who could look back
on a glorious past crowned with victories in battle could venture to lay claim
to military leadership of Europe, especially in the struggle against the Turks.
Both the religious and the military aspects ultimately serve to present France
as the political hegemon and leading nation that other, smaller states — for in-
stance, in Italy or along the Rhine —had to submit to. To proclaim this message,
the poet Montmoret harks back to layers of the past, some old, some more
recent, which — going by modern epoch classification — reside not in Roman
but in medieval antiquity.
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CHAPTER 7

Parody and Appropriation of the Past in the
Grandes Chroniques Gargantuines and in
Rabelais’s Pantagruel (1532)

Paul]. Smith

In 1532 Francois Rabelais published his first literary work, Pantagruel, which
made him immediately known as a satirist. This book (full title: Pantagruel. Les
horribles et espoventables faictz et prouesses du tresrenomme Pantagruel Roy des
Dipsodes, filz du grant geant Gargantua, Composez nouvellement par maistre
Alcofrybas Nasier (Lyon, Claude Nourry: n.d. [1532])) recounts the miracu-
lous life of Pantagruel, the first gentle giant in history. The story is structured
according to the topoi of the classical epideictic biography.! In the opening
part (genus), the ancestors (maiores) of the giant (chapter 1) are mentioned;
in the following part (chapter 2), the story of the miraculous birth of the
giant is told (genesis); next, his youth and education are narrated (educatio)
(chapters 3—24); the rest of the story (chapters 24/25—33) addresses the exploits
of Pantagruel — this part coincides with the facta or res gestae in wartime and
in time of peace.?

In the genus and educatio parts, Rabelais gives Pantagruel a place in
history — even in world history. Rabelais’s comic and parodic tone is evi-
dent from the opening chapter, entitled “De l'origine et antiquité du grand
Pantagruel”. Rabelais bestows his giant with a literally antediluvian genealogy,
which can be traced back to times long before the Flood. In doing so, Rabelais
satirizes by exaggeration the genealogic pretensions of princes and noblemen
all over Europe. Chapter 5 narrates how Pantagruel as a student makes an edu-
cational journey, visiting France’s most important universities. During his “tour
de France” the giant leaves his mark on local history. Thus, some reputed lieux
de mémoire — the Pierre levée at Poitiers, the Pont du Gard near Arles, and the

1 See Smith PJ., Dispositio. Problematic Ordering in French Renaissance Literature (Leiden —
Boston: 2007) 25—4z2.

2 All quotations of the French text refer to Rabelais Frangois, Euvres complétes, ed. M. Huchon
(Paris: 1994). However, Huchon's edition is based on the 1542 edition of Pantagruel, which in
many respects (for instance, the number of chapters) is not identical to the 1532 edition. As
for the translations, those of the Grandes Chroniques Gargantuines are mine, wheras those of
Gargantua and Pantagruel are taken from the translation by M.A. Screech (London: 2006).

© PAUL J. SMITH, 2019 | DOI:10.1163/9789004378216_009
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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Amphitheatre of Nimes — appear to have been created by young Pantagruel.
In the same chapter Pantagruel shows how he is fascinated by the history of
his own family: the lecture of the chronicles of his ancestors (‘les belles chro-
niques de ses ancestres’) makes him visit the tombstone of one of these ances-
tors, Geoffrey Long-Tooth, one of the sons of the fairy Melusine, from whom
the French noble house of Lusignan claimed to be descended.

In this article, I will try to interpret the above-mentioned passages: What
is parodied by Rabelais, and how, and what is the place of this parody in
the rest of his work? To this end, it is necessary to address preliminarily an
anonymous work entitled Les Grandes Chroniques Gargantuines, which was
not only the model for Rabelais’s Pantagruel, but also its logical predecessor,
because the story is about the giant Gargantua, Pantagruel’s father. In this
work, too, national and local historiography is an important topic.

1 The Grandes Chroniques

There is nothing grand about the Grandes Chroniques Gargantuines except its
title and its protagonists, who are giants. Indeed, the Grandes Chroniques is a
little, anonymous chapbook, with no literary pretentions, published around
1530; the first known version dates from 1532.3 This little book is a parody of the
Arthurian novels - i.e. the novels on King Arthur and the Round Table, which
in their prose versions were widely read in 16th-century France. Its basic story
deals with the miraculous birth of the giants Grandgousier and Galemelle, the
parents of Gargantua, who were created from the bones of a whale through
witchcraft performed by the well-known magician Merlin. We read a comical
erotic description of Gargantua’s conception, followed by his birth. It is not
clear where and in what country Gargantua was born. The only geographical
information given is that the giant family was living on top of a mountain.
Merlin gave orders to Grandgousier and Galemelle: once Gargantua reached
the age of seven years, they had to come to England in order to help King
Arthur against his enemies. Therefore, seven years after Gargantua’s birth, the
two giants and their son depart for England, but the first stop on their trip was
Rome. This is an important detail because it indicates that Gargantua’s birth

3 Several versions of this work are known, which are often very different from one another.
Rabelais himself probably was co-editor of one of these versions, entitled Le Vioy Gargantua
(1532). Another version, Les Chroniques admirables du puissant Roy Gargantua (sln.d.),
is clearly influenced by Rabelais’s early works. Some of these versions are included in
Huchon’s edition of Rabelais’s (Euvres complétes, some others are edited in Les Chroniques
Gargantuines, ed. C. Lauvergnat-Gagniére — G. Demerson (Paris: 1988).
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and early life took place somewhere in Italy, south or east of Rome — I will
come back to this. Following Merlin’s orders, both parents bear an enormous
stone on their head, in order to show King Arthur their strength. Just before
crossing the Channel, they put their stones down in the sea near the shoreline,
with the intention of coming back for them; however, they died suddenly of
fever. Let us take a closer look at this deposition of the stones:

[Grandgousier’s] rochier a present est appellé le mont Saint-Michel. Et
mist ledit grant Gosier la poincte contre mont: et le puis prouver par
plusieurs micheletz. Et est ledict rochier tresbien gardé de present au
noble roy de France comme vrayes relicques precieuses.

Grandgousier’s rock is nowadays called Mont Saint-Michel. And
Grandgousier put down the rock with its point upward. And I can prove
this by [the testimony] of several Saint-Michel pilgrims. And nowadays
this rock is well esteemed by the noble king of France as real precious
relics are.

This seems to be important information, as it is supported by the narrator’s
(mock) protestations of veracity,* based on the eyewitness accounts of the ‘mi-
cheletz’ And it is the only occasion where the king of France is mentioned in
the book. Today, Galemelle’s stone is called ‘Tombelaine, which is a rocky little
island in the sea, near Mont Saint-Michel. Merlin buries Gargantua’s parents —
Grandgousier at Mont Saint-Michel, and Galemelle at Tombelaine.

Before proposing an interpretation of this passage, let us first follow the
adventures of Gargantua for a moment. On a magic cloud created by Merlin,
Gargantua is transported over the sea to the court of King Arthur. Arthur is
presented not as a mighty king, but as a weak, hesitant, and even anxious man,
who is not receiving much help from his famous knights of the Round Table.
The rest of our story can be summarized briefly: Gargantua helps King Arthur,
he defeats all of King Arthur’s enemies, and he stays with the king for 200 years,
at which point he is transported by Merlin to the Castle of Avalon, where he is
still living and feasting with King Arthur.

The Grandes Chroniques is not only a literary parody on the Arthurian nov-
els, but also a political satire on Henry vi11, with whom the French king had an
alliance against Charles v; this alliance, however, was not always smooth and
easy. The French reproached the English king for his general lack of activity

4 This is, accordingly, the comical convention of the liar’s tale: the more the tale’s veracity is
emphasized, the more it is a lie.
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in supporting France, and especially, around 1530, for his dismissal of Cardinal
Wolsey, who was befriended by the French diplomat Jean Du Bellay. King
Henry surrounded himself with young and ambitious counsellors, among
whom was Thomas Cromwell, the future hammer of the monks’ It is no coin-
cidence that in the Grandes Chroniques, Merlin summons King Arthur to ask
him to be prudent in listening to his bad advisors. The political message of
the Grandes Chroniques is that the only real help for King Henry comes from
France, personified in the French giant Gargantua.

Another French reproach of the English monarchy was the English king’s
claim to the French throne — it was only in 1800 that the English King George 111
dropped this claim and removed the French fleurs-de-lis from the English coat
of arms. Henry vIII’s aspirations came to the fore by his conviction that he
descended from King Arthur — this conviction was based upon the immensely
popular 12th-century work Historia Regum Britanniae (History of the Kings of
Britain) by Geoffrey of Monmouth. This Historia was well known in France:
royal propaganda used it in order to set up the Valois’ own genealogy, and much
of Geoffrey’s information passed into the works of French chroniqueurs, in-
cluding Les grandes croniques de Bretaigne (1514), written by Alain Bouchard.®

Let us return to Mont Saint-Michel. Geoffrey of Monmouth narrates how
King Arthur defeated a giant at ‘the top of that which is now called Michael’s
Mount'” This giant had captured a damsel called Helena. The poor maiden
died of fear and was buried in the mountain, ‘which, taking the damsel’s name,
is called Helena’s Tomb to this day’8 This was, according to the fictitious ety-
mology of Geoffrey, the isle of Tombelaine, which should be read as ‘tombe
Héléne’ — in the words of Bouchard: ‘Et pour raison de ce quelle avoit nom
Helaine et que elle y fut ensevelie, et aussi que elle y avoit sa tumbe, celluy mont
fut dehors appelle Tumbelaine’? As we have seen, the Grandes Chroniques gives
another, absurd explanation of the origin of Tombelaine, probably with the
intention of parodying Geoffrey’s etymology: the fair Helena being replaced
with the giantess Galemelle. And concerning Mont Saint-Michel, the Grandes

5 On the political situation at the time of the Grandes Chroniques, see a.o. Huchon M., Rabelais
(Paris: 2011) 136-143.

6 Bouchart Alain, Les grandes croniques de Bretaigne, composées en lan 1514, ed. H. Le Meignen
(Rennes: 1886).

7 Geoffrey of Monmouth, Historia Requm Britanniae X, 3: ‘in cacumen montis, qui nunc
Michaelis dicitur’, trans. as The British History by A. Thompson, revised ed. J.A. Giles (London:
1842) 205.

8 Geoffrey of Monmouth, Historia, X, 3: ‘Qui nomen ex tumulo puellae nactus, Tumba Helenae,
usque in hodiernum diem, vocatur’: trans. ibidem 208.

9 Bouchard, Les grandes croniques, fol. 52r.
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Chroniques comes up with some other possible allusions to Geoffrey’s Historia
and/or to Bouchard’s Croniques. Let us first observe the resemblance between
the two texts in the naming of ‘Mont Saint-Michel’ Geoffrey wrote, ‘which is
now called Michael’s Mount'’; this is echoed by Bouchard, who writes, ‘qui a
present est appellee le mont Sainct Michel’;'? and, the Grandes Chroniques has:
‘rochier a present est appellé le mont Saint-Michel. Whereas neither Geoffrey
nor Bouchard pays any further attention to this appellation, the Grandes
Chroniques seems to do so, albeit indirectly.

The question is: What has Gargantua to do with the archangel Saint
Michael? For this we have to go back to the origins of the cult of Saint Michael
in Europe. The original name of the island was Mont Tombe (it is probably that
‘tombe’ did not originally mean ‘tomb’, but is derived from an Indo-European
word meaning ‘elevated’), but in 710 the island was renamed Mont Saint-
Michel because of the appearance of Saint Michael in a dream of the bishop
Saint Aubert of Avranches. In this dream, the Archangel Saint Michael told
the bishop to erect a sanctuary. In order to underline his words, the archangel
drove his finger into Aubert’s head; the hole can still be seen in a skull con-
served as a relic at the Saint-Gervais Basilica in Avranches.! This sanctuary
was to be constructed in imitation of another sanctuary, erected at the end
of the 5th century, at Mount Gargano in Italy, which itself had been built on the
instigation of the Archangel appearing in a dream to Saint Laurence, bishop of
Sipontom. The name Gargano is linked to a shepherd, named Garganus, who
was miraculously killed by his own arrow on the mountain. On this mountain
Saint Michael'’s sanctuary was built.

Both legends were taken up into the Legenda aureal? and were well
spread throughout Europe. They are at the basis of the so-called Via sacra
Langobardorum, which connected in a straight line, from northwest to south-
east, the four most important monasteries dedicated to the Archangel Michael:
Mount St. Michael, a small island in Mount’s Bay (Cornwall); the Mont Saint-
Michel in Normandy; Saint Michael’s Abbey in the Susa-Valley near Turin;
and Monte Sant’Angelo at Mount Gargano. This straight line can be extended
to Jerusalem.

It is into this intertext that the Grandes Chroniques steps in. We have no-
ticed that Gargantua was born not far away from Rome, to the south or east

10 Ibidem, fol. 52v.

11 See https://commons.wikimedia.org/wiki/File:Normandie_Manche_Avranchess_tango7174
.jpg (last consultation 2gth October 2017). This skull, by the way, is from a much older,
prehistoric date.

12 Jacques de Voragine, La légende dorée, ed. and trans. T. de Wyzewa (Paris: 1910) 545-546,
with a different version of the Saint Aubert legend.


https://commons.wikimedia.org/wiki/File:Normandie_Manche_Avranches5_tango7174.jpg
https://commons.wikimedia.org/wiki/File:Normandie_Manche_Avranches5_tango7174.jpg

172 SMITH

of the city, possibly on the same mountain on which the shepherd Garganus
was killed. Gargantua and his parents follow the opposite direction of the Via
sacra Langobardorum, from Mount Gargano to Mont Saint-Michel. Gargantua
is received at King Arthur’s court in Camelot, Geoffrey’s ‘City of Legions), often
identified as Caerleon, situated not far away from Mount St. Michael in Wales.
And Tintagel, the place where, according to Geoffrey of Monmouth, the con-
ception of King Arthur took place,’ is also in the same region — at least as
seen from the distanced viewpoint of French readers. Thus, Gargantua’s and
Arthur’s places of conception and birth are geographically linked.

Let us now return to the brief sentence we found in the Grandes Chroniques:
‘Et est ledict rochier tresbien gardé de present au noble roy de France comme
vrayes relicques precieuses’ Indeed, for the French kings, Mont Saint-Michel
was the symbol of their battle against the English aggressors. This is why in
1469 King Louis x1 founded the Order of Saint Michael, the centre of which
was Mont Saint-Michel. He did so as a reaction against the English Order of
the Garter (founded in 1348) and the Burgundian and Imperial Order of the
Golden Fleece (founded in 1430). And in 1532, the period in which the Grandes
Chroniques was published, King Francis 1 and his court took Mont Saint-Michel
as their starting point for the “tour de France” that they made in order to show
the greatness of the French kingdom.

The Mont Saint-Michel episode shows us what has been called a mytho-
logie francaise,'* which implies a strategy of French nationalistic, regional,
or local appropriation or reinterpretation of the past: a new signification is
given to old, prehistoric, antique, or medieval monuments, or even to phe-
nomena belonging to the natural world. Thus, besides Mont Saint-Michel and
Tombelaine, the Grandes Chroniques gives us some other so-called aetiological
myths: it explains us, tongue in cheek, why there are no forests in Beauce in
Champagne (because Gargantua’s mare swept all of the trees away with her
tail), why there are no wolves in England (they were all chased and killed
by Gargantua), where the Rhone River comes from (from the hot piss of
Gargantua),'®> why the Normans have to drink cider instead of wine (as a pun-
ishment, Gargantua had destroyed all of their vineyards),'¢ and so forth and
so on. These comic strategies of popular semantic remotivation would be ad-
opted and developed by Francois Rabelais.

13 Geoffrey of Monmouth, The British History 170.

14  See, for instance, Dontenville H., Mythologie frangaise (Paris: 1973).

15  (Euvres 206. The different versions of the Grandes Chroniques mention several other ae-
tiological explanations of phenomena in which Gargantua is involved.

16 Rabelais, Les Chroniques Gargantuines 275.
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2 Pantagruel’s Genealogy

Rabelais’s first novel, Pantagruel (1532), is a logical sequel to the Grandes
Chroniques because Pantagruel is the son of Gargantua. But the first chapter
on Pantagruel’s genealogy also marks a rupture with the Grandes Chroniques.
Pantagruel’s genealogy does not begin with Grandgousier, created by Merlin’s
witchcraft, but literally goes back to the antediluvian times before Noah, to
the time of Cain and Abel. In the first editions this genealogy has the form of a
simple, horizontal enumeration in the form of a typographical block, but from
the 1542 editions on, this genealogy begins to take, hesitatingly, the form of a
vertical list [Fig. 7.1].17

The intertext of this chapter is dazzling. It includes the biblical enumera-
tions of the descendants from Adam and Eve to Christ, all summed up in the
same repetitive style of the Bible, ‘A begat B’ — ‘Abraham begat Isaac; and Isaac
begat Jacob; and Jacob begat Judas and his brethren’ (Matthew 1:2). In a semi-
nal study on this chapter, Edwin Duval'® has counted the total of the genera-
tions from Adam to Christ, putting together the information from Genesis 5,
Genesis 10, Genesis 11, and Matthew 1. Duval arrived at a total of 62 generations
between Adam and Christ. Then, Duval counted Pantagruel’s ancestors: he

17  For this development from enumeration to list, see Cappellen R. — Smith PJ., “Entre
l'auteur et I'éditeur. La forme-liste chez Rabelais’, LAnnée rabelaisienne 1 (2017) 121-144.
18  Duval EMM,, The Design of Rabelais’s Pantagruel (New Haven — London: 1991) 31.
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arrived at 61. This is in accordance with biblical genealogy because the Bible
goes back to Adam, whereas Pantagruel’s genealogy stops at Cain and Abel.
I found some other evidence in favour of Duval’s interpretation: in a copy of
the 1542 edition [see Fig. 7.1], an anonymous reader has counted Pantagruel’s
ancestors, and he also comes to the total of 61.

It is not only the number that is important, but the organizing principles
in this enumeration, namely chronology and the sources used.!® This I have
visualized in the following quotation of the first part of the genealogy. This part
consists of 3 biblical names and 3 names with biblical consonance, all of which
I put in bold. Of these, the names Chalbroth, Sarabroth, and Faribroth are in-
ventions by Rabelais, coined on the model of the name of the giant hunter
Nembroth (Nimrod). The name of Hurtaly is special; I will come back to him.
Then there are 25 names (put in italics) taken from the list of giants by Ravisius
Textor, and 4 names (bold italics) from other lists. The presence of ‘Sisyphus’
in this enumeration is bizarre, and it might be a comical correction of Ravisius
Textor, because Textor placed Sisyphus into the list of dwarves.

Et le premier fut Chalbroth, qui engendra Sarabroth, qui engendra
Faribroth, qui engendra Hurtaly, qui fut beau mangeur de souppes et
regna au temps du deluge, qui engendra Nembroth, qui engendra Athlas
qui avecques ses espaules guarda le ciel de tumber, qui engendra Goliath,
qui engendra Eryx, qui engendra Titius, qui engendra Eryon, qui engen-
dra Polyphemus, qui engendra Cacus, qui engendra Etion, qui engendra
Enceladus, qui engendra Ceus, qui engendra Typhceus, qui engendra
Alceus, qui engendra Othus, qui engendra Aegeon, qui engendra Briareus
qui avoit cent mains, qui engendra Porphyrio, qui engendra Adamastor,
qui engendra Anteus, qui engendra Agatho, qui engendra Porus contre
lequel batailla Alexandre le grand, qui engendra Aranthas, qui engendra
Gabbara, qui engendra Goliath de Secundille, qui engendra Offot: lequel
eut terriblement beau nez a boire au baril, qui engendra Artachees, qui
engendra Oromedon, qui engendra Gemmagog, qui fut inventeur des sou-
liers a poulaine, qui engendra Sisyphus, qui engendra les Titanes: dont
nasquit Hercules, qui engendra Enay,?°

19 For the identification of these sources, I follow the annotations by Mireille Huchon to her
edition of Rabelais’s (Euvres complétes 1243-1247.

20  Rabelais Francois, Les horribles et espoventables faictz et prouesses du trés renommé
Pantagruel, roy des Dipsodes, filz du grand géant Gargantua, composez nouvellement par
Maistre Alcofrybas Nasier (Lyons, Claude Nourry: s.d. [1532]) n.p. Consultable at http://
gallica.bnf.fr/ark:/12148/btvib86095855/f18.item.zoom (last consultation 6 March 2017). I
follow here directly the original 1532 version of Pantagruel, because all reliable modern
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The second part of the list has other sources:

qui engendra Fierabras, lequel fut vaincu par Olivier pair de France com-
paignon de Roland, qui engendra Morguan, qui engendra Fracassus:
duquel a escript Merlinus Coccaius: dont nasquit Ferragus, qui
engendra Happemousche qui engendra Bolivorax, qui engendra Longys,
qui engendra Gayoffe, qui engendra Maschefain, qui engendra Brulefer,
qui engendra Engoulevent, qui engendra Galehaut, qui engendra
Myrelangault, qui engendra Galaffre, qui engendra Falourdin, qui en-
gendra Roboastre, qui engendra Sortibrant de Conimbres, qui engen-
dra Brushant de Mommiere, qui engendra Bruyer, lequel fut vaincu par
Ogier le dannoys pair de France, qui engendra Mabrun, qui engendra
Foutasnon, qui engendra Hacquelebac, qui engendra Vitdegrain, qui en-
gendra Grantgousier, qui engendra Gargantua, qui engendra le noble
Pantagruel mon maistre.

Of this list, 14 names (put in bold) are taken from medieval chansons de gestes,
and some of them are mock epics: the anonymous Fierabras, Luigi Pulci’s
Morgante maggiore (1492), and Teofilo Folengo’s Baldus (1517), Rabelais’s favou-
rite models. There are also 12 names (in italics) taken from folklore or invented
by Rabelais, who found his inspiration in popular culture, such as the tradition
of Carnival. The first few of these 12 names have to do with eating and swal-
lowing: Happemouche (‘Fly-snapper’), Bolivorax (literally ‘Earth-eater, which
is a composition of Greek bolos, earth, and Latin vorax, eater), Engoulevent
(‘Wind-swallower’), and Machefain (‘Straw-chewer’) — which means that in all
four cases these giants are monstrous ailing figures of Lent, foreshadowing the
ominous giant Quaresmeprenant (‘Lent-observer’) in Rabelais’s Fourth Book
(1552). The other names, invented by Rabelais, are obscene: Fout-as-non (‘your
name is “fuck”) and Vit-de-grain (‘cock of grain’).

But there is more: it is also an allusion to current theories on giants and
their origin. Rabelais fabricates his own giantology: Chalbroth, the first giant,
became a giant from eating ‘les grosses Mesles’ (‘medlars’), which have grown
enormously because they were drenched in the blood of Abel. Another semi-
nal question: How did the giants survive the Flood? To answer this, Rabelais

editions are based on later versions, or they have a tendency to modernize the orthog-
raphy and/or to put the genealogy into a vertical list. For reasons of space I chose not to
include Screech’s translation of the whole passage here.
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comes up with the story of Hurtaly — a story he found in the writings of Rabbi
Eliezar.2! Rabelais writes:

I was not there at the time to tell you about it as I would like to, so I
will cite the authority of the Massoretes, those interpreters of the Holy
Hebrew Scriptures, who say that Hurtaly was never actually inside Noah's
Ark — he could never have got in: he was too big — but that he did sit
astride it with a leg on either side like little children on their hobby-
horses. [...] In that way Hurtaly saved the aforesaid Ark from foundering,
for he propelled it with his legs, turning it with his foot whichever way he
would as one does with the rudder of a boat.?2

And Noah expressed his gratitude by passing food to Hurtaly through the
chimney of the Ark.

Rabelais’s mockery seems to target the fictitious, pseudo-scholarly genealo-
gies written by Annio of Viterbo (also Giovanni Nanni, 1498),22 and especial-
ly by Jean Lemaire de Belges, who in his Illustrations de Gaule et singularités
de Troie (1511-1513), reworked the forgery by Annio into a new bogus geneal-
ogy with a patriotic message: the French kings are descendants of Noah, who
was, in the vision of Lemaire, a giant. Both Annio and Lemaire were much
read: Annio’s book was printed at least 21 times (last edition in 1612), where-
as the three books of the Illustrations de Gaule were published frequently:
g editions of Book 1, 7 editions of Book 11, 6 editions of Book 111, and 11 com-
plete editions between 1524 and 1549.24 During the 16th century, Lemaire’s
book served the French royal house in helping them claim their ancestral
superiority.

What Rabelais thinks of these genealogical frauds can be seen from the open-
ing chapter of Gargantua (1553), Rabelais’s sequel to Pantagruel; Gargantua
deals with Pantagruel’s father, and therefore can be considered a rewriting
of the Grandes Chroniques. The narrator addresses himself to the reader in a
mildly mocking tone:

Would to God that every man could trace his own ancestry as cer-
tainly from Noah’s Ark down to this our age! [...] And to enable you to

21 See Screech M.A,, Rabelais (Ithaca, NY: 1979) 45—47.

22 Rabelais, Gargantua and Pantagruel 20—21.

23 Giovanni Nanni, Commentaria Fratris Joannis Annii Viterbiensis super Opera Diversorum
Auctorum de Antiquitatibus Loquentium (Rome, Eucharius Silber: 1498).

24 My count is based on the bibliographical information found in Stephens W.E., Giants in
Those Days: Folklore, Ancient History, and Nationalism (Lincoln, NE:1989) 344-346.
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understand me who am talking to you now, I think that I'm descended
from some rich king or prince of former times, for never have I seen a
man with a greater passion than I have for being rich and a king so as to
live in great style, never working |[...], and enriching my friends and all
good and scholarly folk.25

Back now to Pantagruel. In the following chapters the appropriation of the
past moves from (inter)national to regional, local, and even, as we shall see,
personal, i.e. autobiographical. Thus, in chapter 4 it is recounted how the four
huge iron chains by which young Pantagruel was bound in his cradle — and
which he broke in order to liberate himself — are now found in different places:

3

You now have one of those chains at La Rochelle, where they draw it up
at night between the two great towers in the haven. Another is at Lyons;
another is at Angers, whilst the fourth was borne away by devils in order
to hold down Lucifer [...].26

The Pierre levée

In chapter 5 we find some other examples of local remotivation. At the start of
his “tour de France” Pantagruel comes to the University of Poitiers:

25
26

27

And he came to Poitiers to study, where he profited greatly. Noticing
that the students there did have a little free time but never knew how
to use it, he felt compassion for them. So one day, from the great ridge
named Passelourdin, he took a big boulder, about two dozen yards square
and fourteen span thick, and set it comfortably upon four pillars in
the midst of a field in order that the said students, when at a loss over
what to do, could pass their time scrambling on to the aforesaid stone,
there to feast with plenty of flagons, hams and pasties whilst carving their
names on it with penknives. It’s called the Pierre levée nowadays.

In memory of which nobody is now matriculated in the said University
of Poitiers unless he has drunk from the Caballine Fountain of Croustelles,
scaled the Passelourdin and clambered on to the Pierre levée.2”

Rabelais, Gargantua and Pantagruel 209—210.
Ibidem 28.
Ibidem 30-31.
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FIGURE 7.2 Joris Hoefnagel, The “Pierre levee’, in Georg Braun —
Frans Hogenberg, Civitates orbis terrarum vol. 5
(Cologne: 1596), detail
IMAGE © AUTHOR

In this episode we see the same strategy of semantic remotivation as in the case
of Mont Saint-Michel in the Grandes Chroniques: a semantically polyvalent
monument receives a new mock interpretation. The greater the monument'’s
polyvalence, the better guaranteed the comical effect. This is also the case of
the Pierre levée. That is, in Rabelais’s time there existed several explanations for
this prehistoric construction. This can be seen in the fifth part of the town atlas
Civitates orbis terrarum, made by Georg Braun and Frans Hogenberg (ca.1597),
which also gives an intriguing illustration made in 1561 by the Antwerp artist
Joris Hoefnagel during his Grand Tour through Europe [Fig. 7.2]:

Much has been written by many about this Stone, of which nothing can
be said with certitude how, why and by whom, in times past, this stone
has been transported from elsewhere. Many believe however that this
stone emerged when the earth that covered it was removed by the eleva-
tions of the water, and that it was erected by the local people because of
its rarity. On this stone there still exists a hyperbolic poem:

‘In weight this stone is superior to the big colossus, and with its enor-
mous mass it reaches to the stars’.28

According to Braun and Hogenberg, these ancient local people who erected
the stone were the Pictones, a Celtic tribe from western France, mentioned for

28  Georg Braun - Frans Hogenberg, Civitates orbis terrarum, vol. v, (Cologne: n.d.).
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FIGURE 7.3 Louis Boudan, The Pierre levée. Watercolour, in

Veiie de Pierre-Levée, prez Poictiers, sur la hauteur

du fauxbourg St Saturnin, qui est toute d'une pierre

et que l'on vien voir par curiositez estant tenu

comme une sépultures des antiens Pictes (1699).
Bibliotheque nationale de France, département
Estampes et photographie, EST VA-86 (3)
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the first time by Julius Caesar, in his De bello Gallico. Pictones is the name from
which the name Poitiers has been derived.

We can read this same information in several documents, including a wa-
tercolour by Louis Boudan from 1699 [Fig. 7.3], which bears the informative
inscription: ‘Veiie de Pierre-Levée, prez Poictiers, sur la hauteur du fauxbourg
St Saturnin, qui est toute d'une pierre et que l'on vien voir par curiositez
estant tenu comme une sépulture des antiens Pictes’ (Image of the Pierre
levée, near Poitiers, at the height of Faubourg St. Saturnin, which is wholly of
stone and which people visit by curiosity, because it is said to be a tomb of the
ancient Picts).

There are two other semantic layers attached to the stone, of which Rabelais
probably was aware. These we find in the scholarly 18th-century Rabelais edi-
tion by Jacob Le Duchat (1711). In one of his commentaries, we read:
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Cette pierre [...] fut posée en cet endroit sur cinq autres pierres I'an 1478
pour Monument de la Foire qui se tient en Octobre dans le Vieux-Marché
de Poitiers. Mais, quoique les Historiens méme du Poitou rapportent la
chose de cette sorte, les bonnes gens du pais aiment mieux croire que
lentassement de ces Rochers, les uns sur les autres, est un des Miracles
de Sainte Radegonde, laquelle, disent-ils, placa de cette sorte dans ce lieu
ces six grosses pierres, dont elle porta, a une seule fois, les cinqg moindres
dans son tablier, et la plus lourde sur sa téte.

This stone [...] was laid in this place on five other stones in the year 1478
as a Monument of the Fair, which is held in October, at the Old Market
of Poitiers. But although even the historians of Poitou report this thing
in such a way, the good people of the country prefer to believe that the
piling of these rocks, one on the other, is one of the Miracles of Saint
Radegund, who, as they say, placed in this place these six large stones,
which she carried, all at once, the lighter five in her apron, and the heavi-
est one on her head.??

Reading this passage, one is inclined to think that this Saint Radegund inspired
the figure of Galemelle for the anonymous author of the Grandes Chroniques.

Asusual, Le Duchat gives his sources. In this case the source is Jean Bouchet,
the author of Les Annales dAquitaine (first edition 1524) — which brings us very
close to Rabelais, because Jean Bouchet is one of Rabelais’s friends, and Rabelais
refers to him regularly. Therefore, Rabelais must have known about the three
aetiological explanations of the Pierre levée (the sepulchre monument of the
Pictones, the miracle by Saint Radegund, and the monument on the occasion
of the market at Poitiers) — explanations swept away by Pantagruel.

The question is whether the narrator’s remark ‘In memory of which nobody
is now matriculated in the said University of Poitiers unless he has [...] clam-
bered on to the Pierre levee) is also an aetiological re-motivation. Probably
not. There are no written or visual testimonies of this custom known before
Rabelais, nor do they occur in the time period between Rabelais and the
Civitates orbis terrarum.3°

Here I will allow myself a little digression about Hoefnagel’s illustration [see
Fig. 7.3]. On this illustration several inscriptions are legible; they are carved

29 Rabelais Frangois, (Euvres, ed. Jacob Le Duchat, 6 vols. (Amsterdam, Jean Frédéric
Bernard: 1741? [first ed. 1711]), vol. 1, 214, n. 7.
30  Personal communication by Alain Schnapp.
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into the stone by his travel companions, among whom we find some people
who will be well known later: Guilhelmus Mostaert, Joannes a Blommendael,
and Robertus van Haften, as well as Joris Hoefnagel himself, all dated 1561.
Another group of inscriptions are dated 1560, and these include some famous
names: Gerardus Mercator, Philip Galle, and Frans Hogenberg, the editor of
the atlas. Georg Braun, the other editor, also has his inscription (1580; long after
Hoefnagel’s), and there are some undated inscriptions by the cartographer
Abraham Ortelius and the artist Jan Sadeler. No French or other inscriptions
are given. Thus, the whole represented scene seems to be highly unrealistic.
What Joris Hoefnagel seems to be doing here is putting together the names of
his friends, his colleagues, in order to create a kind of community, and link-
ing this to this ancient monument, thus suggesting an eternal friendship, ‘an
album amicorum in stone’3! Because no mention is known of inscriptions on
the Pierre levée between the time of Rabelais and the Civitates orbis terrarum,
Hoefnagel and Braun probably took the idea directly from Rabelais, and they
were therefore the first to put Rabelais’s fantasy into some sort of practice.
Due to the international reputation of their atlas, their example was soon fol-
lowed in the 17th century (see the persons represented in Fig. 7.3), until the
19th century.3? This is therefore an unexpected but marvellous instance of
the impact of Rabelais’s mock aetiological explanation.

4 Geoffrey Long-Tooth and Melusine

It is now time to return to Pantagruel and to look at our final example, namely
Pantagruel’s visit to the tombstone of Geoffrey Long-Tooth, who is related to
him by hilariously complex family ties, which are even more complicated in
the 1542 edition of the book (the 1542 additions are indicated in bold in the
quotation):33

31 Gerritsen W.P,, “Hoefnagel en Ortelius, zwervend door Europa’, Omslag. Bulletin van de
Universiteitsbibliotheek Leiden en het Scaliger Instituut 2 (2003) 5-8 (7).

32 For the most recent literature on the Pierre levée, see Van der Krogt P., “De Pierre levée bij
Poitiers: Een dolmen met graffiti’, Caert Thresoor 31, 2 (2012) 35—38.

33 One has attempted to reconstruct the genealogy of the eight family ties mentioned that
link Pantagruel to Geoffrey Long-Tooth: grandfather — cousin-in-law — older sister — aunt
— son-in-law — uncle — daughter-in-law — mother-in-law. See Gaignebet C., A plus hault
sens. Lésotérisme spirituel et charnel de Rabelais, 2 vols. (Paris: 1986), vol. I1 302.
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Afterwards, from reading in the fine chronicles of his forebears,34
[Pantagruel] learnt that Geoffrey de Lusignan, called Geoffrey Long-
Tooth — the grandfather of the cousin-in-law of the older sister of the
aunt of the son-in-law of the uncle of the daughter-in-law of his
mother-in-law — was buried at Maillezais, therefore, as a gentleman
should, he rusticated himself for a while to visit the place. [Pantagruel]
came to Maillezais, where Pantagruel visited the tomb of Geoffrey Long-
Tooth, whose portrait rather disturbed him when he saw it: he is depicted
there as a man in a frenzy, tugging his great malchus half out of its scab-
bard. Pantagruel asked the reason for it. The canons of the place said they
knew no other reason save that Pictoribus atque poetis, and so on, that is,
To painters and poets freedom is allowed to portray what they like, how
they like. Pantagruel was not satisfied by that answer, and said, ‘He is not
depicted like that without a reason. I suspect some wrong was done to
him as he died, for which he is asking his kinsfolk for vengeance. I will
inquire into it more fully and do what is right’35

However, neither Pantagruel nor Rabelais will ever come back to this visit. This
is rather typical of Rabelais’s suspended way of writing: he promises an inter-
pretation but does not fulfil this promise. Instead he leaves the reader puzzled,
challenging him or her to venture an interpretation. What is important for our
topic are the two geographical indications that are mentioned: Maillezais and
Lusignan.

Maillezais was a Benedictine abbey, serving also as a cathedral, near Poitiers.
Because Maillezais was an intellectual centre, young Rabelais, who was in
high estimation because of his knowledge of Greek, left the Franciscan order
(which was becoming increasingly suspicious of scholarship) and entered
Maillezais in 1524 as a monk. Therefore, in a sense, by writing about the Abbey
of Maillezais, Rabelais is returning to his own intellectual origins. The humour
of this episode will only be grasped by those readers who are well informed
about Rabelais’s personal biographic data. This is also the case in Gargantua:
the war between good King Grandgousier, Gargantua’s father, and bad King
Picrochole (literally ‘bitter bile’) is fought in the Chinonais in the Loire Valley,
where Rabelais was born, and is probably a comic blow-up of a very local

34  This chronicle probably is the chivalric prose novel Les faitz et gestes des nobles conquests
de Geoffrey a la Grant Dent (Paris, Jean Trepperel: s.d. [1530], Lyon, Olivier Arnoullet: s.d.
[1530])-

35  Rabelais, Gargantua and Pantagruel 31.
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quarrel about fishing rights that occurred in Rabelais’s youth between his fa-
ther, Antoine Rabelais, and his neighbour, a certain Gaucher de Sainte-Marthe.
But at the same time the Picrocholian War mirrors the contemporary political
conflict which opposed the French king (Grandgousier) against the emperor
(Picrochole).

This comic ambivalence between the levels of personal biography and in-
ternational politics can also be found in the passage on Geoffrey Long-Tooth.
Indeed, with the mention of Lusignan, Rabelais refers to the royal house of
Lusignan, which ruled in England and France, and which held the kingdoms of
Jerusalem, Cyprus, and Armenia. Its origins are in Lusignan, near Poitiers, near
Maillezais. The centre of the House of Lusignan was the Castle of Lusignan,
destroyed during the Wars of Religion. Therefore, Pantagruel is linked to this
royal house, and also to the mythology around this house.

In order to give insight into this mythology, let us turn to André Thevet, Les
vrais pourtraits et vies des hommes illustres grecz, latins et payens (1584); this is a
textual Hall of Fame, which devotes a chapter and a portrait to Geoffrey Long-
Tooth [Fig. 7.4].36 Geoffrey’s portrait shows us why he is called ‘Long-Tooth’:
he had a big tooth coming from his lower jaw [Fig. 7.5]. Thevet gives the well-
known explanation for this abnormality: his mother, Melusine, was a monster,
half-woman, half-serpent. Geoffrey had nine brothers, eight of which also
had a ‘mother-mark’: one brother had a lion’s paw on his cheek, and another,
called Horrible by his mother, Melusine, had only one eye on his forehead, like
a cyclops — therefore he was killed by his mother at a young age.3? Geoffrey had
also a ‘normal’ brother, who entered the Abbey of Maillezais as a monk.

Geoffrey is characterized not only by his protuberant tooth, but also by
his ferocity and irascibility. At one moment, in 1223, his ‘normal’ brother at
the Abbey of Maillezais was badly treated by his fellow monks. On learn-
ing this, Geoffrey was taken with anger and burned down the whole abbey.
He immediately regretted his action — he went to the pope in Rome to ask for
pardon. He was condemned to rebuild the abbey, which he did, and he fought
heroically in the crusades in the Holy Land. Thevet tells us how Geoffrey’s en-
emies, frightened by his monstrous appearance, fled like flies. This makes him
a real ancestor of Pantagruel, who destroys his enemies in a similar way.

36 Thevet André, Les vrais pourtraits et vies des hommes illustres grecz, latins et payens (Paris,
la Vesve Kervert and Guillaume Chaudier: 1584), fols. 239r—240v.

37  For interesting examples and an analysis of contemporary book illustrations of Melusine
and her monstrous offspring, see Zeldenrust L., “Serpent or Half-Serpent? Bernhard
Richel’s Melusine and the Making of a Western European Icon”, Neophilologus 100, 1 (2016)
19-41.
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Anonymous, Geoffrey Long-Tooth. Detail from

Fig. 7.4

Just like his mother, Melusine, Geoffrey was to become a mythical fig-
ure. It is not impossible that Rabelais played a role in this. That is, nothing
is known about a portrait of Geoffrey at Maillezais in Rabelais’s time — so it is
not certain that Geoffrey’s portrait, contemplated by Pantagruel, really existed.
Maybe it was pure invention by Rabelais, just as we saw with the students’
graffiti on the Pierre levée. Be that as it may, in the 19th century a stone head
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FIGURE 7.6

Stone head found in April 1834 in the
cathedral of Maillezais. Print taken from:
Thomas Adolphus Trollope, A summer in
western France (London: 1841) 114

IMAGE © WIKIMEDIA

was discovered in the cathedral of Maillezais [Fig. 7.6].3% According to tradi-
tion, this could be the sculpted portrait of Geoffrey Long-Tooth, as Rabelais
described it. But, although the represented figure shows two rows of big teeth,
he has no protuberant tooth, and, moreover, we are dealing here with a sculp-
ture, not a painted portrait. Therefore, this anonymous figure, who probably
was not Geoffrey Long-Tooth, became Geoffrey by a semantic remotivation of
the past — a remotivation invented by Rabelais.

5 Epilogue

During his “tour de France” Pantagruel continues to remotivate the past.
Passing through Provence, the giant is ‘halting en route to build the Pont du
Gard and the Amphitheatre at Nimes in less than three hours, yet it looks more
divine than human’3? But things change after his visit to the University of
Orléans. Ending his tour in Paris, the young giant leaves behind his past, both
national and local, and steps into the actuality of Paris.

In Pantagruel, Rabelais’s appropriation of the past has the objective of dis-
tinguishing his first book from the Grandes Chroniques Gargantuines by actual-
izing the unilateral, anti-English political satire of his anonymous predecessor,
and by refining the Chroniques’ literary parody. Moreover, he endows the young
giant with an ancestral past, which was lacking in the Chroniques, Gargantua
and Galemelle being created by Merlin’s witchcraft. Through this, Rabelais’s
appropriation of the past plays an essential role in the genus and education
parts of his first book, thus laying the basis of the cycle of his five books on
Gargantua and Pantagruel.

38 Trollope T.A, A Summer in Western France (London: 1841), vol. 11, 114.
39  Rabelais, Gargantua and Pantagruel 32.
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CHAPTER 8

Antiquity and Modernity: Sixteenth- to Eighteenth-
Century French Architecture

Frédérique Lemerle

With the exception of Italy, France is only rivalled by Spain for the number
of Roman ruins it boasts. In the Middle Ages and the Renaissance, remnants of
classical edifices were an integral part of the urban landscape. Many owed their
survival to economic considerations, since it was often more profitable to pre-
serve or transform than to destroy them. It was thus that city walls, even those
which reductions in the urban population had rendered disproportionately
large, were conserved; city gates and triumphal arches were often transformed
into fortresses; sometimes triumphal arches were incorporated into new city
walls or new buildings. Theatres and amphitheatres, generally invaded by
houses, were integrated into fortifications or transformed into citadels or bas-
tions. Temples were frequently converted into churches (Temple of Augustus
and Livia in Vienne, Temple of Diana in Nimes) and only demolished when
they became too small to accommodate growing congregations. Aqueducts
were often repaired and extended and sometimes served as toll gates (Pont
du Gard). Thermal waters continued to be exploited and baths were rebuilt
when they had been destroyed by cataclysms and restored when damaged by
either Christians or barbarians; thermal complexes, like those in Paris (hotel
de Cluny), were often divided into lots and taken over by shopkeepers and
craftsmen; in the Cimiez neighbourhood of Nice, the western baths became
the site of the cathedral and its baptistery. Transformed as they were, these
edifices nevertheless continued to provide a rich formal and decorative reper-
tory that local artists naturally drew inspiration from. During the Romanesque
period, the approach to this repertory was typically piecemeal: rather than
seeking global models, the artists of the time tended to single out classical el-
ements which furthered their own original aims.! The obviously intentional
citations made by Provencal artists of the period offer a particularly eloquent
example, but other regions, including those of Narbonne, Poitiers, Angouléme

1 Crozet R, “Survivances antiques dans le décor roman du Poitou, de I'’Angoumois et de la
Saintonge”, Bulletin monumental, 114 (1956) 7—33; Lassalle V., Linfluence antique dans lart
roman provengal (2nd edition, Paris: 1983).

© FREDERIQUE LEMERLE, 2019 | DOI:10.1163/9789004378216_010
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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and Saintes, as well as Burgundy were also concerned. In the 16th century,
archaeologia, in the etymological sense of the study of Antiquity, made a con-
siderable leap forward in France quite as much as in Italy.2

1 Architecture and Gallo-Roman Antiquities in the 16th Century

Henry 11's architects, whose ideas about both modern architecture and the
monumental architecture of the classical period were largely informed by
the first two tomes of Sebastiano Serlio’s to be published — the Quarto libro
(1537) and the Terzo libro (1540) —, accorded little interest to the antiquities of
Gaul. No mention of even the most famous amongst them, the size and splen-
dour of which were comparable to those of Rome and Verona, is made by ei-
ther Jean Bullant (Reigle generalle darchitecture des cing maniéres de colonnes,
1564) or Philibert De 'Orme (Premier tome de Larchitecture, 1567). Both seem to
have been aware of them however. It is almost certain that De I'Orme travelled
to the south of France sometimes between 1536 and 1541, either accompanying
Francis I to Nimes at the end of 1536 or following the court to Aigues-Mortes
for the meeting between the French king and Charles v in July 1539. In the con-
tract for the Chateau of Lésigny, dated 1543, he specifies that

all the stone blocks will be artfully cut, care taken to ensure that the size,
masonry, lines and shapes of all the elements on the left side correspond
perfectly with those on the right, and all these stone elements will be
so perfectly cut, assembled and joined that none of the joints will be un-
even, nor appear in any way different than those of the Arena of Nimes or
other similar ancient edifices.

As a specialist of stereotomy (art of cutting stones), De I'Orme could hardly
have failed to appreciate the quality of the stonework of the Arena of Nimes.
In 1549, the four months he spent participating in the siege of Boulogne prob-
ably allowed him to also admire the Tour d’Ordre, an ancient Roman light-
post, remarkable for its octagonal form. As for the seven or eight hundred

2 Lemerle F.,, La Renaissance et les antiquités de la Gaule: larchitecture gallo-romaine vue par
les architectes, antiquaires et voyageurs des guerres d’Italie a la Fronde (Turnhout: 2005)
1721, 58-60.

3 Grodecki C. (ed.), Documents du Minutier central des notaires de Paris. Histoire de lart au XVI¢
siécle (1540-1600), vol. 1 (Paris: 1985), n° 116. De I'Orme was also exacting about the fineness
of joints in other works (Pérouse de Montclos J.-M., Philibert De ['Orme Architecte du roi,1514—
1570 (Paris: 2000) 111).
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drawings — now lost — that De I'Orme made during his lifetime and which
Peiresc acquired from his heirs after his death,* it is probable that these repre-
sented the principal classical monuments of France as well as those of Rome,
in particular, those of De 'Orme’s home town, Lyon, and its surroundings, in-
cluding the Pyramid of Vienne and the famous mausoleum and triumphal arch
of the ruined Roman oppidum of Glanum.

Jean Bullant’s treatise, published in 1564 (and, in extended form, in 1568),
contains exclusively Roman examples: the Theatre of Marcellus, Arch of Titus,
Pantheon, Temple of the Castor and Pollux, and the Temple of Portunus. That
Bullant considered this city as the sole source of worthy classical models is also
attested by his practice: the avant-corps of the Chateau of Ecouen is directly
inspired by the orders of the Temple of Castor and Pollux and the Basilica
Aemilia; the entablature of the Chateau of Chantilly is taken from the Temple
of Serapis.? It is possible that Bullant, unlike De 'Orme, was not familiar with
the prestigious ruins of the Provence, but it is difficult to imagine him being
entirely unaware of the antiquities of Nimes, which Poldo d’Albenas’ well-dif-
fused Discours historial de lantique et illustre cité de Nismes (1559-1560) had
made generally known.

Both Bullant’s and De 'Orme’s persistence in writing of Gallo-Roman an-
tiquities as inferior to those of Italy appears in fact to be a perfectly conscious
and curiously paradoxical choice. Though these edifices were appreciated and
praised by a number of their most brilliant Italian colleagues (Giuliano da
Sangallo, Fra Giocondo, Sebastiano Serlio and Andrea Palladio), to say noth-
ing of a great many other educated foreigners (diplomats, doctors, students,
etc.), these two royal architects, intent on creating a specifically French mode
of modern classical architecture, waived their own country’s rich classical
heritage in favour of Serlian — in other words Italian — models. References
to French ruins are similarly absent from the work of Pierre Lescot. Jacques
Androuet du Cerceau is a case apart: he was the only one to make a major
contribution in the area of national antiquities and, besides, to have an overall
view of Roman antiquity. But as a non-building architect, he could only have
influenced his colleagues by way of his engraved or designed series, which
can be dated 1545-1549, and where, next to Italian antiquities he reproduced
for instance the pyramid at Vienne, the mausoleum at Glanum, the Piliers de

4 See the letter to Aleandro, June 5, 1618 (Correspondance de Peiresc et Aleandro, vol. 1, (1616—
1618), ed. and comm. J.-F. Lhote — D. Joyal (Clermont-Ferrand: 1995) 188-189 and note 110.

5 Pauwels Y, “Les antiques romains dans les traités de Philibert De L'Orme et Jean Bullant’,
MEFRIM, 106 (1994-2) 531-547.
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Tutelle in Bordeaux, the Maison Carrée in Nimes or the arches of Langres.®
For Italian and French architects ancient edifices provided stereotypes to be
developed and amplified, as Serlio demonstrates perfectly in the Quarto libro
in which he proposes a model derived from the arch of Ancona.” It is the
very same Serlian model that Pierre Lescot, the architect of the Louvre, went
back to, for the Fontaine des Innocents in Paris, adapting it naturally to the
monument’s function and to its location in the make-up of the city. Other, less
famous 16th-century architects also developed an interest in Gallo-Roman
antiquities — sometimes through the demolition of ancient edifices. Such was
the case with Nicolas Bachelier (1549-1555) who, in 1549, was charged by the
king with the destruction of the Chateau Narbonnais of Toulouse; this essen-
tially medieval edifice had been grafted onto a Gallo-Roman fortification, the
structure and the materials of which Bachelier was able to study, as well as a
magnificent triumphal arch, unearthed at the same time. At once architect,
sculpture and scholar, Bachelier’s high degree of cultural knowledge owed
something to his chosen place of activity, since Toulouse was at the time one
of France’s first intellectual and artistic centres. It was notably the scene of
one of France’s first royal entries: that of Francois I in 1533, which Bachelier
participated in. The educated elite of the city were familiar with the treatis-
es of Alberti and Vitruvius — indeed, the jurist Jean de Boyssoné read Alberti
so ardently that he literally wore his copy out and was obliged to purchase a
new one in 1538 — and at least two others shared Bachelier’s interest in Gallo-
Roman ruins: the annotated version of Vitruvius’' Epitome, published in 1556—
1559 by Jean Gardet and Dominique Bertin, respectively humanist and royal
architect in charge of marblework, contains the oldest known mention of the
aqueduct at Saint-Bertrand-de-Comminges (close to the Pyrénées, south of
Toulouse). Unfortunately, the famous “Architectural Commentaries” evoked
in the dedication were never published, nor the notes and drawings which
constituted the principal material.®

In the mid-16th century, De I'Orme and Bullant’s attitude towards Gallo-
Roman edifices was representative of that of most French architects and

6 Fuhring P, “Catalogue sommaire des estampes” and “Catalogue sommaire des dessins”, in
Guillaume J. et al. (eds.), Jacques Androuet du Cerceau. ‘Un des plus grands architectes qui se
soient jamais trouvés en France’ (Paris: 2010) 301—-332.

7 Serlio Sebastiano, Regole generali di architetura sopra le cinque maniere degli edifici (Quarto
libro) (Venice, Francesco Marcolini: 1537) 59; I/ terzo libro (Venice, Francesco Marcolini: 1540)
123.

8 Epitome ou Extrait abrege des dix livres dArchitecture de Marc Vitruve Pollion. |...] Par Ian
Gardet Boubonnois et Dominique Bertin Parisien. Aveq les annotations sur les plus difficiles pas-
sages de lauteur (Toulouse: 1556/1559) 67.
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humanists: Roman vestiges on French territory, it was felt, did not possess the
same aura as those of Italy; consequently they were not considered to make
good aesthetic models and the little attention they received was uniquely
due to their technical qualities. Neither Maurice Sceve nor Jean Martin imag-
ined integrating the Kingdom’s ruins into the scenarios of the royal entries into
Lyon and Paris of respectively 1548 and 1549. They might however easily have
chosen to use Gallo-Roman triumphal arches, rather than Serlian ones, to ac-
company the image of Gallia in the Parisian iconographic programme or to
associate Gallo-Roman ruins with the Gaulish myths exploited for the event. It
seems however that they considered the relationship between political power
and national antiquities to be too slight for it to be worthwhile. Other French
humanists, even those with a keen interest in antiquities in general, hardly
showed more enthusiasm for the nation’s treasures: Philandrier does mention
the baths of Chaudes-Aigues and the amphitheatres of Nimes and Arles, but
nothing else; Blaise de Vigenere refers to the vestiges of the thermal complex
of Néris-les-Bains close to his home town; Jean-Jacques Boissard, on the other
hand, doesn’t make even the slightest allusion to the ruins of Metz, where he
passed the end of his life, nor to those of Besancon, where he was born.?
Gallo-Roman antiquities nevertheless exerted a real influence on local ar-
chitectural practices in the regions most rich in ruins, in particular in the vast
region called Gaule Narbonnaise, which had been the first Roman provincia
north of the Alps, whence the designation of ‘Provence’. The tempietto of the
mausoleum of Glanum inspired a number of creations, from the Romanesque
dome of Molléges to the Clock Tower at Arles [Figs. 8.1a—8.1b]. In the second
half of the 16th century, many entrepreneurs and master masons adopted the
new classical language by using the ornaments of antiquities they had right
in front of them. The Italian architect Ercole Nigra, for example, drew inspira-
tion from the twin arches of the Flavian Bridge at Saint-Chamas — one of the
most remarkable Gallo-Roman ruins according to Serlio!® - for the monumen-
tal entrance pavilion at the Chateau of La Tour-d’Aigues (1571), constructed in
large stone blocks and endowed with two superposed single arches [Figs. 8.2a—
8.2b]. Nigra also borrowed the glyph motif used for the abacuses of the Maison
Carrée at Nimes [Figs. 8.3a—8.3b]. The Maison Carrée also inspired Palladio,
who re-employed its characteristic Attic base with specific mouldings (an extra

9 Lemerle, La Renaissance et les antiquités de la Gaule 76—77, 79-80.

10 Serlio, Il terzo libro 4. The Flavian Bridge arches mark the two entrances to the bridge;
they combine a semi-circular arch with a square entablature crowned at the corners with
statues of lions. See Lemerle F., “Serlio et les antiques: la dédicace du Terzo Libro”, Journal
de la Renaissance 1 (2000) 267—274.
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FIGURE 8.1 Left: The Mausoleum of Glanum (Saint-Rémy-de-Provence)
Right: The clock tower of the Hotel de ville at Arles
IMAGES © F. LEMERLE

strip above the upper torus and double strips between the lower torus and the
scotia) in conjunction with the composite order for his Loggia del Capitaniato
(1565) in Vicenza — a citation made all the more obvious by the contrast be-
tween this single Attic base and the theoretical model proposed in his Quattro
libri dellarchitettura (1, 21).1

The practitioners in Arles used the unconventional decor of the Doric en-
tablature of the pseudo temple of Diana, which had originally been a theatre.
In the 16th century, only two parts of the cavea were visible: one on the south-
ern side, known as the Tower of Roland, where all three of the superposed
Doric orders which had originally decorated the entire outer side of the cavea
could still be seen (though the entablature of the lower level was very dam-
aged) and one on the northern side, known as the Arcade de la Miséricorde
(Arcade of Mercy), corresponding to the lower level of the original triple-level

11 Lemerle, La Renaissance et les antiquités de la Gaule 81, 49-50.
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FIGURE 8.2 Left: The Roman bridge of Saint-Chamas
Right: The entrance pavilion of Chateau La Tour d’Aigues (Vaucluse), 1571
IMAGES © F. LEMERLE

FIGURE 8.3 Left: Maison Carrée at Nimes
Right: The entrance pavilion of Chateau La Tour d’Aigues (Vaucluse)
IMAGES © F. LEMERLE
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FIGURE 8.4 Left: “Arcade of Mercy”, the north side of the theatre at Arles.

Right: “Tower of Roland”, the southern side of the same theatre
IMAGES © F. LEMERLE

structure and boasting an almost intact entablature: it had in its day been
comparable in size and splendour with the Theatre of Marcellus in Rome
[Figs. 8.4a—8.4b].12 It was this unusual entablature that particularly struck,
since it comprises an architrave decorated with alternated triglyphs and
metopes (which according to Vitruvian rules belonged to the Doric frieze,3
situated above the architrave) and, above this “architrave-frieze’, a traditional
frieze, decorated with ornate acanthus rinceaux and surmounted by a cornice
supported by foliated consoles — all of which were more normally met with in
the Ionic order. This heterodox combination of elements probably dates back
to the spread of the Italic-Hellenistic style, characterised by an effacement
of the specificities of the orders, during the late Republic. A similar “double
frieze” entablature adorned another edifice built in Arles during the same

12 Ibidem 89—9o.
13 Vitruvius, De Architectura, 1V, 3, 4—6.
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period as the theatre, the Arch of the Rhone, destroyed shortly before 1687 to
facilitate traffic circulation, but known through drawings and engravings.'#

In the theatre, the ornamentation of the “architrave-frieze” changes from
one level to another. On the two upper levels of the three superposed arcades
which subsist on the southern side, the metopes are alternatively decorated
with paterae and (living) bulls’ heads adorned with thin headbands, rather
than the bucrania generally proposed as theoretical models.!> The frieze of the
ground level, visible on the northern vestige, is decorated with bull protomes,
that is the busts of bulls represented with their forelegs jutting forwards. This
rather rare motif was also found on the Arch of the Rhone. Whatever the sym-
bolic meaning of the motif;'6 it should be observed that the metopes of the
frieze are not alternated with triglyphs but with quadriglyphs, characterised by
three central vertical grooves (glyphs) with triangular sections and two lateral
half-grooves (counting as a single glyph); these grooves are capped by a thick
horizontal band (their “capital” in Vitruvian terminology) and, under them,
below the taenia (the thin band that runs continuously underneath both the
quadriglyphs and the metopes), hang six pyramidal drops (guttae), which re-
call those of the theatre of Marcellus, even though the latter is endowed with
traditional triglyphs [Figs. 8.5a—8.5b]. Besides the presence of the additional
groove, the quadriglyphs of the Arlesian theatre are particularly unusual in
that the glyphs are juxtaposed rather than being separated by flat bands.

That the vestiges of the theatre of Arles were a source of inspiration for local
architects is proved by the number of sixteenth-century house facades that
use the Doric order, combined, in certain cases, with entablatures more or less
integrally modelled on that of the theatre and, in many cases, with individual
elements taken from the theatre’s frieze: the prismatic glyphs, for instance, or
the bull protomes. The citation is almost perfect in the case of the facade of the

14  The lower level of the entablature comprised two sections of architrave decorated with
triglyphs and metopes adorned with paterae and bulls. As in the theatre, this “architrave-
frieze” was surmounted by a frieze decorated with rinceaux, itself surmounted by a
cornice supported by consoles. Contrary to the theatre (and taking the heterodoxy a
degree further), the order used for the capitals of the arch was Corinthian (Lemerle, La
Renaissance et les antiquités de la Gaule 90).

15 Lemerle F.,, “Le bucrane dans la frise dorique a la Renaissance: un motif véronais’, Annali
di architettura 8 (1996) 85—92.

16 The architectural and artistic choices of the Augustinian building programme of the col-
ony of Arles were decided by the political authorities: the bull protome represented the
sacrificial animal reserved for the genius Augusti.
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FIGURE 8.5 Left: Doric entablature of the “Arcade of Mercy” at the theatre of Arles.
Right: Doric entablature (second level) of the “Tower of Roland” of the
same theatre
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Hoétel de Donines, situated some ten metres from the vestiges of the Arcade de
la Misericorde: we re-find here the theatre’s “architrave-frieze” with its unusual
quadriglyphs and the alternation of paterae and bull protomes in the metopes;
we also re-find the cornice supported by foliated consoles and surmounted
by egg-and-dart moulding — and this really is an example of citation and not
of recuperation [Fig. 8.6]! The Doric order of number 20 Rue de la Calade is
again clearly inspired by the theatre; it would seem however that the architect
had some knowledge of Vitruvian rules, since he restored the canonic form of
the entablature by replacing the Doric frieze in its correct place between the
architrave and the cornice. He also refrained from using bull protomes for the
metopes, but he did not replace the theatre’s characteristic quadriglyphs with
triglyphs and he maintained the “Ionic” cornice with its foliated consoles. This
it would seem is an example of an architect who had some notion of the orders
and their rules but either did not entirely master them or did not choose to
always respect them: one notes the curious way that quadrigylphs, devoid this
time of pyramidal drops, are engraved, rather than sculpted in relief.

The belfry of the Hotel de Ville, reconstructed in the mid-16th century, is
one of the most notable examples of buildings which paid homage to the
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FIGURE 8.6 Doric entablature of Hotel de Donines, Arles
IMAGE © F. LEMERLE

theatre by “borrowing” certain elements from the “architrave-frieze”, in this
case the quadriglyphs and bull protomes [Fig. 8.7].17 Other Renaissance facades
dating from the 1560s employed juxtaposed triangular glyphs, together with
capitals and regulae, but in hexaglyphs rather than quadriglyphs (as far as I am
aware, the only earlier monument for which hexaglyphs were used is the Porta
Augusta in Perugia): examples include the building on the Place du Forum,
corresponding to the corner of the baths and the house known as the Maison
des Amazones, situated at the corner of Rue Baléchou and Rue des Arénes. For
the latter, even the consoles which support the Doric pilasters were adorned
with hexaglyphs similar to those of the frieze. In the Place du Forum, the vary-
ing number of guttae (five to six) reveals the ignorance of the master mason.
The tendency to refer to the entablature of the Theatre of Arles spread through
the whole region. The Renaissance fagade of the Chateau of Uzes, for example,

17 A first attempt to replace the belfry was started in 1547, but the construction was
destroyed due to insufficient foundations and the tower was entirely rebuilt between 1549
and 1553.
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FIGURE 8.7 Doric entablature of the Belfry of the Hétel de ville, Arles
IMAGE © F. LEMERLE
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FIGURE 8.8 Doric entablature of Chateau of Uzes (Gard)
IMAGE © F. LEMERLE
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is endowed with a frieze decorated with quadriglyphs without bands between
the glyphs separated by metopes alternatively decorated with bull protomes
and paterae and surmounted by a cornice supported by consoles [Fig. 8.8].
It would only have needed the quadriglyphs to have adorned the architrave
and the presence of a frieze decorated with rinceaux for the entablature of
Uzes to be a perfect imitation of that of the theatre.!® It is rather astonishing
that the impact of the Arlesian model can be traced as far as Bordeaux, but the
description and drawing of the cathedral’s rood screen left by Claude Perrault
leave little doubt:!® the only difference between its entablature and that of the
Theatre of Arles is that the metopes were not decorated and it was supported
by Ionic rather than Doric columns.

Bull protomes, very rare in classical architecture in general, met with a
certain regional success in south-eastern France. In Beaucaire, the facade of
the house situated at number 73 Rue Nationale boasts bull protomes simi-
lar to those of the Theatre at Arles alternated with bucrania. In Nimes, the
Renaissance facade of 17 Rue des Marchands re-produces rather faithfully the
decoration of the Arlesian frieze, including quadriglyphs (though the three full
prismatic grooves are divided here by two flat bands) separated by metopes
decorated, like in Beaucaire, with paterae, bull protomes and bucrania, while
the cornice, supported by denticulate and foliated consoles, is a simplified ver-
sion of that of the neighbouring Maison Carrée, the architect having seen fit
to combine two prestigious models in order to produce this “composition”. The
impact of the theatre’s bull protomes even spread beyond Provence, in par-
ticular towards the regions situated to the north west. When the north wing
of the Chateau of Bournazel in the Aveyron department was reconstructed in
1545, it was endowed with a Doric entablature comprising a richly sculpted
frieze decorated with alternated bull protomes and bucrania [Fig. 8.9]. One
curious example can even be found as far afield as Saumur: in the church of
Saint Pierre here, the frieze adorning the arcade of the side chapel (1549) pres-
ents the typically Arlesian alternance of quadriglyphs and metopes decorated
with bucrania and protomes and, just as in the theatre, the cornice is support-
ed by foliated consoles. The specificity of the decoration of the Gallo-Roman
theatre of Arles allows it to be incontestably identified as the model of all
these sixteenth-century buildings. The progressive mastering of the classical

18 See Lemerle F., “L'entablement dorique du théatre d’Arles, et sa diffusion dans l'architec-
ture de la Renaissance’, Bulletin Monumental 154,4 (1996) 297—306.

19  Relation de Paris a Bordeaux du voyage fait en 1669 par Mrs. de Saint-Laurent, Gomart,
Abraham et Perrault, Paris, BnF, Ms. fr. 24713, fols. 127v—128v. The rood screen, planned in
1529 by the chapter of the cathedral, was still unfinished in 1544, date at which the work
was interrupted. The rood screen was removed in 1805.
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FIGURE 8.9 Doric entablature of Chateau of Bournazel (Averyon)
IMAGE © F. LEMERLE

language rapidly led local constructors to efface the most unique character-
istic of the entablature, i.e. the double frieze. However, the quadriglyphs and
especially the bull protomes, less at odds with the canonical forms advocated
by the treatises, finished by acquiring a sort of decorative legitimacy which al-
lowed them to enjoy a certain regional success.

2 Ancient Architecture in the 17th Century: An Affair of State

In the 17th century the situation was very different. Rather quickly architects,
painters and sculptors as well as writers and musicians were at the service of
an overall artistic policy based on the academic system. In 1666 Jean-Baptiste
Colbert, Minister and Superintendant of Buildings, created the Académie de
France in Rome in 1666 and the Royal Academy of Architecture in 1671. Like
Richelieu, who created the Académie francaise under Louis XIII in 1635,
Colbert understood that the arts were a brilliant expression of the king’s
power, and monuments are the most undeniable proofs and symbols of it. At
the same time as the academic system was being created, a whole series of
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projects came into being in order to establish the translatio imperii et studii,
already desired and initiated during the preceding century with Francis 1 who
had wanted to make Fontainebleau a new Rome. The antiquities in the king-
dom were a part of the program. Louis X111 and then Louis X1v introduced
missions in order to obtain measurements. In 1642 Francois Sublet de Noyers,
Superintendant of Buildings, gave the painter Louis Bertrand the task of draw-
ing antiquities in the Midi of France. Alphonse-Louis du Plessis, Cardinal and
archbishop of Lyon and Richelieu’s own brother, a lover of antiquities, asked
the architect Jean Sautereau to make drawings during his stay in Provence in
1640. Although the cardinal’s drawings were lost, the architectural plans that
Sautereau made of the theatre, forum and of the arch of the Rhone at Arles, of
the mausoleum and the arch of Glanum were retained in two collections put
together in the 18th century by the lawyer Jean Raybaud and by Louis Natoire.20
In 1669 Colbert entrusted the architect Pierre Mignard, the painter’s nephew,
with an identical mission.?! And then in 1676, he sent Antoine Desgodets to
Rome to make the most precise plans of the ancient edifices, for the study of
the architecture of Antiquity was at the preliminary stage in creating a doc-
trine of French architecture which would claim universal validity. In this re-
spect it became an affair of state. Then everyone had to respect the academic
system and the artistic policy conducted since Louis X111 was continued ad
majorem regis gloriam.22

Starting in the years 1664-1665, Colbert entrusted Claude Perrault, a mem-
ber of the Academy of Science, with the task of translating, annotating and
illustrating Vitruvius’s De Architectura, considered the sum total of ancient
knowledge. It was a question of rendering the treatise accessible to the wid-
est public possible and in priority to the various trades so that they could
obtain the ‘authentic rules of beauty and perfection in edifices’?® We know
that reading Vitruvius, one of the first tasks that members of the Academy of
Architecture set for themselves, was postponed until Claude Perrault’s work
was published, for Jean Martin’s translation (1547), the only one available then

20 Portefeuille Natoire, Arles, Museon Arlaten, Ms. 31, 11-12; Recueil Raybaud, Arles,
Médiaheque, Ms. 796, 54—61.

21 Pierre Mignard’s drawings are lost; however, the faithful copies that he made were sold by
his heirs to the painter Sauvan and were subsequently acquired by the count of Caylus.
Cf. Labande L.-H., “Notice sur les antiquités de la France méridionale exécutés par Pierre
Mignard et sur leur publication projetée par le comte de Caylus”, Revue du Midi 28 (1900)
272—298.

22 Lemerle F., “D’un Paralléle a 'autre. Larchitecture antique: une affaire d’Etat’, Revue de
lart 170 (2010—4) 31-39.

23 Les dix livres d'architecture de Vitruve (Paris, Jean-Baptiste Coignard: 1673).
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in French, had become unreadable. Thus the minister’s project fitted into his
overall policy.

The directive viewpoint of the request obliged Perrault to make the most
precise translation possible, which he explained in voluminous notes, often
more considerable than the translation itself, and to illustrate it. The in-folio
publication, printed by Jean-Baptiste Coignard (1637-1689), printer to the
Académie francaise, was illustrated by the best engravers for the sixty-five full-
page or double page copper-plate illustrations, supplemented with more than
eighty plates in the notes. Sébastien Leclerc, the author of the frontispiece,
contributed to the prestige of the book. One sees France receiving Perrault’s
book with the Colonnade of the Louvre in the background and on the side the
project for the arch of triumph at the place du Trone. These prestigious achieve-
ments, with which Perrault was directly associated, call to mind that the Sun
King’s architects could compete with the most famous individuals of antiquity
mentioned by Vitruvius (Dinocrates, Chersiphron, Ictinus, Hermogenes ...).
Perrault’s translation is astonishing, with a mixed status, in which he as trans-
lator and commentator accords an honoured place in his notes to contempo-
rary architectural achievements and techniques and appears to criticize the
ancient author whose mistakes, even inconsistencies, he reports. And it was
exactly this contemporary viewpoint as well as the numerous illustrations
which insured the book’s success, and Perrault took advantage of a second edi-
tion published in 1684 to enrich his notes further and bring them up to date.
In this second edition of chapter 5 of book v1 devoted to great Corinthian
rooms he depicts the famous Piliers de Tutelle in Bordeaux, a perfect example
showing an entablature without a cornice, as Vitruvius prescribes for covered
places [Fig. 8.10]. This monumental ensemble characterized by its Corinthian
colonnade on a double stylobate and topped by a row of arcades decorated
with caryatids, led to the second forum constructed under Septimius Severus.
Perrault, who had himself admired the edifice and made a drawing of it during
his stay in Bordeaux in 1669, also wanted, among others, to correct Androuet
du Cerceau’s faulty representation.2+

24  Les dix livres darchitecture de Vitruve [...] Seconde edition reveué, corrigée, et augmen-
tée (Paris: 1684) 217—218, note 8. Perrault himself admired and drew the edifice in 1669
(Relation de Paris a Bordeaux, fol. 128v).
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FIGURE 8.10  Pierre Le Pautre, “Piliers de Tutelle” at Bordeaux. From: Claude Perrault, Les
dix livres darchitecture de Vitruve [...] (Paris, Jean-Baptiste Coignard: 1684) 219
IMAGE © ARCHITECTURA, CESR
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3 Representing Edifices from Antiquity

In the 17th century it was the depiction of ancient edifices which focused at-
tention and obscured the specific features of the national ruins. Under the
reign of Louis X111, Roland Fréart de Chambray in his Paralléle de larchitecture
antique et de la moderne published in Paris in 1650 saw the quintessence of
ancient architecture in the finest Roman antiquities, ‘those having the con-
sent and universal approval of all those of the profession’2> For him only a
few monuments could aspire to it, owing to the decline of the arts: the arch of
Titus, the Pantheon, the theatre of Marcellus, the baths of Diocletian, the Porta
Leoni in Verona. Thus their models of the orders were to put contemporary
architecture back on the straight and narrow, after the Mannerist excesses at
the end of the 16th century. It was to be understood, French antiquities could
not compete. Chambray suggested precise plans made on one scale from a
single unit (the half-diameter, divided into thirty minutes or parts) which al-
lowed one to understand ancient reality objectively. He produced them after
Serlio and Palladio and above all after Ligorio, since he owned a large number
of his drawings. During the 1640s the French court showed great interest in
this Italian antiquarian’s manuscripts, at that time the property of the Dukes
of Savoy. The translatio imperii desired by Richelieu tending to make Paris the
new Rome, was accompanied in fact by an attempt to appropriate the most
remarkable testimonies on antiquity, authentic works of art like their depic-
tions. In any case the minister-cardinal did not manage to acquire the Turin
manuscripts, or Cardinal Ludovisi’s famous Roman collection.26

In spite of the strict approach, Chambray’s process remained artificial. The
plans at his disposal were not consistent (the measurements were not the
same) and Ligorio’s plans were not always reliable. Herein lies the whole prob-
lem: Chambray was not an architect and had made no plans himself. And be-
yond that, Richelieu’s death in 1642, that of the king in 1643 and the subsequent
disgrace of Francois Sublet de Noyers, prevented Chambray from imposing
his opinions which were the pre-eminence of Greek orders, superiority of the
Ancients over the Moderns and Palladio’s supremacy as the only one among
the Moderns to approach ancient perfection.2”

25  “qui ont le consentement et 'approbation universelle de ceux de la profession” (Fréart
de Chambray R., Paralléle de larchitecture antique avec la moderne [Paris, 1650], ed.
F. Lemerle [Paris: 2005], Foreword).

26  Fréart de Chambray., Paralléle de larchitecture antique avec la moderne 21-265.

27  LemerleF,, “Fréart de Chambray: les enjeux du Paralléle”, XVII¢ siécle 196 (July-September
1997) 419-453.
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The new power, aware that it was necessary to have exact plans available,
made in situ, according to a rational unquestionable method in order to elab-
orate an official doctrine which could claim the endorsement of Antiquity,
sent Antoine Desgodets to Rome in 1674, accompanied by new members of
the Académie de France, an institution created eight years earlier. But because
he was captured by the Turks he had only sixteen months (1676-1677) to make
plans, which resulted in large expenses, particularly for unearthing the buried
parts of the buildings and constructing necessary scaffolding. In Rome he met
up with Adrien Auzout, a founding member of the Academy of Science (1668)
who helped him to define a method of measurement. Through the scientific
study of ancient monuments he thought he would manage to extract the uni-
versal laws of nature which they were obeying. The Edifices antiques de Rome
(1682)28 contributed to the prestige of the French monarchy, its intrinsic qual-
ity immediately made of it a reference in France and abroad, up until the 19th
century. For the first time in fact exact plans of the finest monuments of impe-
rial Rome were available. In addition through his strict metrology Desgodets
claimed ownership of Roman antiquity; better, he gave universal value to
his measurements expressed in the king’s foot. The book to the glory of the
Monarch emphasized that the architecture under Louis X1V attained perfec-
tion and was the alternative to antiquity.

4 Political Architecture

It was with regard to Vitruvius and the most prestigious Roman antiquities
that the seventeenth century theorists reflected on the theory of the orders,
transformed into a theory of Order based on a scientific aesthetics and a
domineering rationalism. The orders were a part of the effort to rationalise
measurements which characterized the century, without which there could
be no cultural imperialism. A sixth order was even imagined, which was to
be the French order, the order of the kingly Order, the order of orders.?®
Beyond obvious differences, Fréart de Chambray, Francois Blondel and Claude
Perrault were speaking with one voice, without questioning the academic
system they represented in various ways. They all contributed to define the
general rules of architecture in the French style. In the 1640s, in his Paralléle

28  Les edifices antiques de Rome (Paris, Jean-Baptiste Coignard: 1682).

29 Pérouse de Montclos J.-M., “Le sixiéme ordre d’architecture, ou la pratique des ordres
suivant les nations’, Journal of the Society of the Architectural Historians XXXV1, 4 (1977)
223-240.
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Chambray was striving to define a new architectural language which would
recover the original purity of the Greek orders, to return to a natural archi-
tecture, in which the order expresses the architectural structure of the build-
ing. Under Louis x1v Claude Perrault and his brother Charles, the right-hand
man of the minister Colbert, declared themselves defenders of the Moderns.
After the edition of the De Architectura (1673) and the Abrégé (1674), Claude
Perrault’s ambition was to establish definitive rules of architecture in his
Ordonnance des cing espéces de colonnes published in 1683, an original syn-
thesis of Vitruvius, of Roman antiquities and of the theoreticians as well as
of French traditions and sensitivity. Critical of his contemporaries, (Bosse,
Blondel, Mansart), praising his own work (the Louvre Colonnade 1667-1668,
the Observatory 1667-1672), Claude Perrault claims the accolade of the best
of the Moderns, because his invention of the “médiocrité moyenne” resolved
the theory of the orders definitively, in the same way that his commentary
on the De Architectura put an end to Vitruvian problems by giving superiority
to the Moderns over the Ancients.3°

In fact under Louis X1v national antiquities were hardly restored: none-
theless Francois Blondel, who dealt with the arch at Saintes, devoted the last
chapter of book X1 of his famous Cours darchitecture to this edifice, judging
it ‘not less beautiful than any of the preceding ones’ (that is to say Italian
ones).3! The Piliers of Tutelle, which Claude Perrault judged as ‘one of the
most magnificent and the most complete [monuments] which had remained
in France, of all those that the Romans built in the past’ were destroyed in
the national interest in 1677, along with the whole district in order to build
the citadel of the Chéiteau Trompette. The power did not manage to incorpo-
rate into its missions the study of the ancient heritage be it national or not,
nor create protective archaeological institutions as the Scandinavians did.32
Most likely Colbert did not have enough time to devise his vast project. His
initiatives of the 1660s concerning the national antiquities had given cause
for hope and would have strengthened France’s leadership. Colbert, Blondel
and Claude Perrault died within a few years of each other, and the new strong
men, the architect Jules Hardouin-Mansart (1646-1708) and his pupils and col-
leagues Robert de Cotte, Germain Boffrand and Jacques Gabriel did not care
much for antiquities, Roman or Gallo-Roman. Studying the kingdom’s ruins

30  Lemerle F, “Claude Perrault théoricien: 'Ordonnance des cinq espéces de colonnes
(1683)", in Massounie D. — Rabreau D. (eds.), Claude-Nicolas Ledoux et le livre darchitecture
en frangais / Etienne Louis Boullée, L'Utopie et la poésie de l'art (Paris: 2006) 18—29.

31 Blondel Frangois, Cours darchitecture (Paris, Nicolas Langlois: 1683), vol. 111, XI, 13,
598-600.

32 Schnapp A, La conquéte du passé (Paris: 1993) 166—215.
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remained a matter for the antiquarian elite. The plan to create an inventory
of the kingdom’s antiquities, which the antiquarian-collector Frangois Roger
de Gaigniéres (1642-1715) submitted in 1702 to Count of Pontchartrain, the
protector of the Academies, was hardly successful. It was not until much later
that the Intendant of Finances Charles-Daniel Trudaine, appointed director
of Ponts et Chaussées in 1743, encouraged his engineers to make a note of the
monuments discovered during fortification construction. Félix-Francois de La
Sauvagere, director of the Corps du génie, published his Recueil dAntiquitez
dans les Gaules in 1770. The support of the minister Necker and the Académie
des Inscriptions was necessary for Pierre de Beaumesnil to constitute the pro-
ject of publishing his Recherches générales sur les antiquités et monumens de la
France avec les diverses traditions. But the most famous antiquities of the king-
dom were well enough known that they haunted the imagination of artists like
Hubert Robert, with his pre-romantic sensitivity. He devoted a series of paint-
ings to the ruins of the South-East, the Pont du Gard, the temple of Diana, the
Maison Carrée at Nimes, or to archaeological fantasies including the Maison
Carrée, the amphitheatre and the Tour Magne in Nimes in the same paint-
ing, or the mausoleum and the arch of Glanum and the Theatre of Orange.?3
It was necessary to wait until the 19th century for national antiquities to be
recognized as part of the national heritage. It was also at that same time that
archaeology was established as a scientific discipline, but its connections to
contemporary architecture were quite different.
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CHAPTER 9

The Roots of Philibert De 'Orme: Antiquity,
Medieval Art, and Early Christian Architecture

Yves Pauwels

The French Renaissance is the daughter of antiquity and the Middle Ages.
If the antique reference is the more spectacular one, its grounding in the medi-
eval tradition was never excluded from sixteenth-century culture. In 1549, for a
theorist of poetry as avant-garde as Joachim du Bellay, resorting to words of the
‘vieil langaige francois’ (old French language) could bring some originality to
new poetry; even better, the use of certain medieval words gave ‘great majesty’
to the language:

Pour ce faire te faudrait voir tous ces vieux romans, et poetes francais, ou
tu trouveras un ‘ajourner, pour faire jour [...], ‘anuyter’ pour faire nuit,
‘assener’, pour frapper ol on visait, et proprement d'un coup de main,
‘isnel’ pour léger et mille autres bons mots, que nous avons perdus par
notre négligence. Ne doute point que le modéré usage de tels vocables ne
donne grande majesté tant au vers, comme a la prose: ainsi que font les
reliques des Saints aux Croix, et autres sacrés joyaux dédiés aux temples.

In order to do this you would have to see all those old novels and French
poets, where you will find ‘ajourner’ for to grow light [...], ‘anuyter’ for to
grow dark, ‘assener’ for to hit one’s target and literally with one’s hand,
‘isnel’ for light and a thousand other good words that we have lost through
negligence. Have no doubt that moderate usage of such words gives great
majesty to verses as well as to prose, just as relics of saints do to crosses,
and other sacred jewels intended for churches.!

Likewise, medieval art still retained value in architectural thought. Thus, if
we can believe Etienne Pasquier (1529-1615), the author of the historic work
Recherches de la France, which was first published in 1560, Jacques Androuet
du Cerceau truly admired the Sainte-Chapelle in Paris:

1 Du Bellay Joachim, Deffence et illustration de la langue francoyse (Paris, Arnoul L'Angelier:
1549) chap. 6, fol. e [=33 r-33 v].
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La saincte Chappelle de Paris fut bastie par le Roy sainct Louys, d’'une
architecture admirable telle que nous pouvons voir. J'ay autrefois ouy dire
a Maistre Jacques Androiiet, dit du Cerceau, I'un des plus grands archi-
tectes qui se soient jamais trouvez en la France, qu'entre tous les basti-
ments faits a la moderne, il n’y en avoit point de plus hardy que celuy-la.
Appellant bastiments a la moderne, comme une Eglise nostre Dame de
Paris et autres tels, que sur nouveaux desseins furent introduits depuis le
declin de 'Empire de Rome, n'ayans rien emprunté de toutes ces parades
qui estoient auparavant, telles que celles dont depuis le sieur de Claigny
voulut embellir le Louvre, sejour ordinaire de nos Roys dedans la ville de
Paris. Or outre cette architecture je souhaitte que 'on considere les vitres
de ce lieu, qui furent faites de telle facon, que les vitriers tiennent pour
certain que l'usage et manufacture d'icelles en a esté depuis perdu.

The Sainte-Chapelle in Paris was constructed by King Saint Louis, of
an admirable architecture, as we can see. I have heard it said by Master
Jacques Androuet, called du Cerceau, one of the greatest architects ever
found in France, that among all the buildings made in the modern style,
not one was more bold than that one. We call buildings made in the mod-
ern style such as Notre Dame in Paris and and others like it, that on new
designs were introduced since the decline of the Roman Empire, hav-
ing borrowed nothing from all that ostentation which existed previously,
such as those with which Lord de Clagny wanted to embellish the Louvre,
the kings’ usual residence inside the city of Paris. Now, in addition to this
architecture I wish for the stained glass of this place to be considered;
they were made in such a way that the glaziers are convinced that their
use and manufacture have been lost since then.?

This appreciation was part of an Pasquier’s overall approach to a promotion of
French history dating back to the Gauls as described by Julius Caesar. ‘Modern’
architecture, in Pasquier’s opinion, was well worth ancient ruins, when he
wrote that sid ruins ‘do not seem to me to be of fine construction’ From this
point of view, Androuet du Cerceau’s opinion is in no way surprising. The most
well known of the architect’s books, Les plus excellents bastiments de France

2 Pasquier, Etienne, Les recherches de la France d’Estienne Pasquier conseiller et avocat général
du Roy (Paris, Laurent Sonnius: 1621) 111, 38, 302.

3 Letter to M. de Foix, in Rome, quoted by Huppert G., “Naissance de l'histoire en France:
les ‘Recherches’ d’Estienne Pasquier”, Annales. Economie, Sociétés, Civilisations 1 (1968) 69—
105, 83.
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(1576-1579), far from being limited to contemporary architecture, displays sev-
eral examples of medieval structures: the chiteaux of Vincennes, Creil, and
Coucy being the most spectacular. In the volume he was planning to devote to
Paris,* Du Cerceau would probably have included the great Gothic sanctuar-
ies. For Les plus excellents bastiments de France is not an informative work but
a graphic epic — ordered by Catherine de Medici — to the glory of the French
monarchy, which, in the same way that Ronsard sings of the exploits of the
Valois dynasty in the Franciade, presents, as it were, the ‘architectural exploits’
of the kings and their vassals.> From this historical point of view — insofar as
the epic poem falls within the authority of history — it is normal that French ar-
chitecture took root in the tradition of the great ancestors of the Middle Ages.

In France, religious architecture never abandoned ribbed vaults and tri-
angular arched windows; in the chateau of Ecouen (towards 1540-1550), the
pavilion accommodating the chapel is easy to identify because of its Gothic
windows. French architecture never gave up ‘modern’ origins. During the
first period of the Renaissance, which blossomed at the end of the reign of
Louis x11 and during that of Francis I (1515-1547), French masons were main-
ly inspired by the art of Milan and by the Lombard style, but not yet by the
classical ruins of ancient Rome. In this period, the coexistence of medieval
and allantica Italian forms was natural. The ornamental repertoire alone was
transformed in order to change its shape, but not its nature or its function.
In the copestones of the Saint-Gatien Cathedral in Tours (from 1508 to 1540),
the north tower’s gables were replaced in the south tower with pediments,
and the pinnacles with ornate candelabra columns [Fig. 9.1]. Renaissance-style
layouts were sometimes placed next to Gothic ornamentation, with no sort
of transition from one to the other — see the facade of the collegiate church
Saint-Jean-Baptiste des Roches-Tranchelion, in Touraine, built by the local lord
Lancelot de la Touche starting in 1510 [Fig. 9.2]. These juxtapositions are also

4 Androuet du Cerceau, Jacques, Second Livre darchitecture (Paris, André Wechel: 1561) 2: ‘at-
tendant que Dieu me fasse la grice de vous en présenter un autre, selon qu'il m'a été permis
et ordonné par vos prédécesseurs Rois, tant des dessins et ceuvres singuliéres de votre ville de
Paris comme de vos palais et batiments Royaux, avec aucuns des plus somptueux qui se trou-
vent entre les autres particuliers de votre noble Royaume’ (‘Waiting for God to grant me the
grace to present you with another, according to what your predecessor Kings have ordered
me, with many drawings and remarkable works of your city of Paris, such as your palaces and
Royal buildings, with some of the most sumptuous which are found among other mansions
of your noble Kingdon'). This text (like the others quoted in this essay) is available on the
website ARCHITECTURA, ed. F. Lemerle and Y. Pauwels (http://architectura.cesr.univ-tours
Ar, retrieved 6 November 2017).

5 Pauwels Y., “Petits arrangements avec le réel. Jacques Androuet du Cerceau a Ecouen’, Revue
de [Art178 (2012) 33—41.
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FIGURE 9.1 Detail of the copestones of the towers of the Saint-Gatien Cathedral at Tours

(1507-1547)
IMAGE © Y. PAUWELS

FIGURE 9.2 Collegiate Church St. John the Baptist at Les Roches-Tranchelion (ca. 1527)
IMAGE © Y. PAUWELS
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FIGURE 9.3 Chateau Azay-le-Rideau (1518-1527)
IMAGE © Y. PAUWELS

evident in more prestigious contexts, such as the chateau de Gaillon, where
many flamboyant motifs are mixed in with the new repertoire borrowed from
the Italian Renaissance.

The case of civil architecture is very significant. When, around 1515, rich
financiers and recently ennobled persons, such as Thomas Bohier and Gilles
Berthelot, built (in Chenonceau and Azay-le-Rideau, respectively) new castles
strongly inspired in design by the Italian Renaissance and in decor by Lombard
art, they wanted to keep traditional elements of the medieval ‘chateaux-
forts’ architecture for symbolic reasons. In doing so, they preserved a concrete
testimony to the antiquity of the place, such as through a tower (the Tour de
Marques in Chenonceau) or a dovecote (in Azay), which, as visual signs of no-
bility, testified to and legitimized their establishment in the fief they had just
acquired. At the same time, since the natural function of the nobility in the
Ancien Régime society was service in arms, it was important to keep, in ad-
dition to up-to-date allantica ornaments, traditional forms recalling that the
castle was also the house of a warrior. Thus, one can see in Azay-le-Rideau a
covered walkway, battlements, and machicolations encircling the outside of
the building [Fig. 9.3]. These devices are fakes: dormer windows interrupt the
pseudo-covered walkway, and the machicolations are not operative. But they
show the visitor that the castle is the home of a nobleman, and hence a warrior.
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FIGURE 9.4 Allegory of the bad architect. From: Philibert De 'Orme, Le premier tome de
larchitecture (Paris, Federic Morel: 1567), fol. 281
IMAGE © ARCHITECTURA, CESR
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The assertion of these qualities was particularly urgent because these finan-
ciers were very recent arrivals to the aristocracy.

Things were more complex for the second or ‘classical’ Renaissance, from
the 1540s, when, principally through Sebastiano Serlio’s intervention, the
Vitruvian lessons on the orders of architecture were adopted. There was no
place there for Gothic obsolescence. But looking at it very closely, medieval
roots continued to inspire new architects, such as Pierre Lescot and Jean
Bullant, and Philibert De 'Orme (1514-1570) was at the forefront. De I'Orme
is the most important and imaginative architect from this time. He worked
for King Henry 11, for the favorite Diane de Poitiers, and was surintendant des
batiments du roi. After the king’s death, he built the Palace of the Tuileries for
Queen Mother Catherine de Medici, and wrote the first French complete trea-
tise on architecture, the Premier tome de larchitecture, published in 1567. In his
own way he was part of the movement toward reclaiming medieval heritage,
a movement that was gaining importance. Specifically French, it participated
in creating a national architecture, which was autonomous compared to the
Italian designs, both antique and modern. Very significantly, if the symbolic
representation of the ‘good architect, which he offers at the end of the Premier
tome de larchitecture,’ is accompanied by good buildings in the antique style,
the preceding representation of the ‘bad architect’ is not placed under ribbed
vaults in churches with monstrous proportions [Fig. 9.4]. For Philibert, ‘mod-
ern’ architecture, which we call ‘medieval, was not rejected a priori; it even
provided a good number of elements which were destined to create a French
architecture, free from an exclusive dependence on classical antiquity and
Italian art, but with solid national and Christian roots.

1 The Art of Vaulting

The first reference, probably the most important one, is the mastery of the art
of stonecutting, a heritage of Romanesque know-how. The most prestigious
example is the twelfth-century spiral staircase located at the Saint-Gilles-du-
Gard Abbey. De 'Orme was well acquainted with it; he visited it during a trip
through Provence:

Telle voute ainsi rampante est appelée des ouvriers, la vis sainct Gilles:
pour autant qu'il y en a une semblable au prieuré de sainct Gilles en

Languedoc. J'ay veu en ma jeunesse que celui qui scavoit la facon du traict

6 DeI'Orme, Philibert, Le premier tome de larchitecture (Paris, Federic Morel: 1561), fol. 281r.
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de ladicte vis sainct Gilles, et 'entendoit bien, il estoit fort estimé entre
les ouvriers, et se disoit communement entre eux que celuy avoit grande
cognoissance des traicts Geometriques, qui entendoit bien la vis sainct
Gilles.

The workers call this sort of climbing vault the Saint-Gilles spiral staircase;
for all that, there is a similar one at the Saint-Gilles Priory in Languedoc.
When I was young I saw that he who knew how to cut stone in the style of
the aforementioned Saint-Gilles spiral staircase and understood it well,
was highly esteemed among the workers. They usually said among them-
selves that he understood geometry very well, he who know about the
Saint-Gilles spiral staircase.”

The mastery of stereotomy was one of the elements maintaining the suprem-
acy of French architecture over Italian architecture, ancient or contemporary.
Books 3 and 4 of Philibert’s Premier tome, the first printed method for stonecut-
ting, highlight this integral practice of his art particularly, from the squinch-
es at the Hotel Bullioud in Lyon (1536) [Fig. 9.5] to the Tuileries staircase in
the 1560s. Moreover, mastering this art had consequences for the decoration.
Still referring to the Saint-Gilles spiral staircase, De 'Orme continued in his
criticism of Bramante’s Belvedere staircase, saying: ‘if the architect who con-
structed it had understood geometrical stonecutting, which I am referring to,
he would have slanted it all, I say even the bases and the capitals which he
all made square, as if he had wanted to make them part of a portico, which
is straight and level’8 The architect, who remains nameless here, ‘understood
nothing of what an architect must know. For instead of making the vault out of
bricks, he should have made it out of stone, and from one column to another,
placed slanting arches’.® Bramante understood nothing of the ‘art of stonecut-
ting) and that is a testimony of the inferiority of Italian architecture. Slanting
bases and capitals are, in fact, a characteristic of French art, very widespread
in the architecture of the fifteenth century (for example, in the spiral ‘ramps’
in the castle of Amboise) and the beginning of the sixteenth century, such as in

7 Del'Orme, Premier tome de larchitecture, fol. 123v.

8 De I'Orme, Premier tome de larchitecture, fol. 124v: ‘Mais si 'architecte qui I'a conduite euct
entendu les traicts de géométrie, desquels je parle, il eust faict tout ramper, je dis jusques
aux bases et chapiteaux, qu'il a faict tous carrés, comme s'il les eust voulu faire servir a un
portique qui est droit et a niveau’

9 De I'Orme, Premier tome de larchitecture, fol. 124v: ‘Laquelle chose montre que l'ouvrier qui
I'a faicte n'entendait ce qu'il faut que l'architecte entende. Car au lieu qu'il a faict la votite de
brique, il 'eust faicte de pierre de taille, et d'une colonne a autre des arcs rampants’.
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FIGURE 9.5 Philibert De 'Orme, Hétel Bullioud, Lyon (1536)
IMAGE © Y. PAUWELS
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FIGURE 9.6 Capital of the staircase of chateau Oiron (ca. 1540)
IMAGE © Y. PAUWELS
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the castles of Oiron [Fig. 9.6], Chambord, and Chateaubriant, but also during
the seventeenth century, in practice (great chateau and private residence stair-
cases) as in theory, as in the works of Abraham Bosse!? and Father Derand.!!
In other respects, the techniques of Gothic art were still very much alive. In
fact, De’Orme knew how to assemble arib vault. He recalled in his Instruction,'?
a text he wrote in his defence after Henry 11 died, that he had proved it in the
Vincennes chapel. Moreover, the Premier tome is very clear on the subject:

Les maistres macons de ce royaume, et aussi d’autres pays, ont accous-
tume de faire les voutes des églises esquelles y a grand espace (comme
sont grandes salles) avec une croisée qu'ils appellent croisée d’ogives |[...]
Ces facons de volites ont esté trouvées fort belles, et s'en voit de bien exé-
cutées et mises en ceuvre en divers lieux de ce royaume, et signamment
en ceste ville de Paris, comme aussi en plusieurs autres. Aujourd’huy ceux
qui ont quelque cognoissance de la vraye architecture, ne suivent plus
ceste facon de voute, appelée entre les ouvriers La mode Francoise, la-
quelle véritablement je ne veux dépriser, ains plustost confesser quony a
faict et pratiqué de fort bons traitcs et difficiles.

The master masons of this kingdom, and also of other countries, are ac-
customed to making the vaults of the churches [in which] there is a large
space (since they are large halls) with a crossing they call a ribbed vault.
[...] These sorts of vaults were considered very beautiful, and one can see
them well carried out and implemented in many places of the kingdom,
and especially in this city of Paris as also in several others. Today those
who have some knowledge of true architecture no longer follow this fash-
ion of vaulting that the workers call the French style, which I truly do not
want to underestimate, but I would rather confess that very good and
difficult work has been done and achieved there.13

Here Philibert is commenting on the pattern of a typical flamboyant Gothic
vault, with girts and tiercerons, exactly the same as what was still being built
at the turn of the sixteenth century — for example, the porch of Saint-Germain

10 Bosse Abraham, Traité des maniéres de dessiner les ordres (Paris, Abraham Bosse: 1664).

11 Derand Francois, Architecture des voltes, ou lart des traits, et coupe des votites (Paris,
Sébastien Cramoisy: 1643).

12 Instruction de Monsieur d’Ivry, dit De 'Orme, abbé de Saint-Serge, et cestui Me architecteur
du Roi: ‘the chapel of Vincennes, where I had all the arches made and completed’ Quoted
in Blunt A., Philibert De ['Orme (London: 1958) 151.

13 De I'Orme, Premier tome de larchitecture, fol. 107r.
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I'Auxerrois. In the middle of book 4, this text is placed between the chap-
ters devoted to squinches — particularly the one at Anet, the architect’s great
masterpiece — and those in which he explains the technique of ‘spherical’
vaults (domes and quarter-spheres), before he concludes with spiral staircases.
Thus, ‘modern’ vaults are recognized in the Premier tome; De 'Orme proposes
two other examples of them. The first one is more complex. As for the second,
it was taken from the Nouvelles inventions (1561), where the ribs were created
out of wood; here, they can be carved in stone.

In Philibert’s mind, the durability of the Gothic technique could remain
compatible with more modern structures, like the dome. Admittedly, this new
form of vaulting (with which, De 'Orme seems to forget, Romanesque medi-
eval builders were still acquainted) offered many advantages:

Les voutes desquelles je veux icy parler sont trop plus fortes et meilleures
que celles qu'on avoit accoustumé de faire par ci-devant, et de beaucoup
plus grande industrie, et plus longue durée, (pourveu qu'on les sgache
bien conduire et mettre en ceuvre) comme aussi de beaucoup moindre
dépense, pour n'y appliquer des arcs-boutants.

The vaults I wish to talk about here are much stronger and better than
the ones that used to be built, and more imaginative and longer-lasting
(provided one knows how to build them correctly) and less expensive, for
not building flying buttresses there.1

Nonetheless, De 'Orme planned to decorate these vaults by keeping the ribs of
the modern repertoire; he gives a rather unexpected example of this:

Vous pouvez encores faire par dessous le pendentif de mesmes sortes de
branches, que lon a faict en la voute de la mode Francoise, soit en fagon
d'ogives, liernes, tiercerons, ou autres, voire avec des clefs surpendues, et
de plus grande grace que lon n'a point encores veu. Ceux qui voudront
prendre la peine, cognoistront ce que je dy par la voute spherique la-
quelle jay faict faire en la chappelle du chasteau d’Annet, avec plusieurs
sortes de branches rempantes au contraire l'une de l'autre, et faisant par
mesme moyen leurs compartiments qui sont a plomb et perpendicule
dessus le plan et pavé de ladite chapelle, qui fait et monstre une mesme
facon et semblable a celle que je propose par la figure subsequente.

14  Del'Orme, Premier tome de larchitecture, fol. 111 v.
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FIGURE 9.7 Philibert De 'Orme, Dome of the chapel of chateau d’Anet (1553)
IMAGE © Y. PAUWELS

Underneath the pendentive you can still make the same sort of ribs,
which were part of the vault in the French style, either in the form of
ribs, ridge ribs, tiercerons, and so on, or even with hanging keystones, and
more graceful than have yet been seen. Those who wish to make the ef-
fort will know what I am talking about in the hemispherical vault which I
had constructed in the chapel of the chateau d’Anet, with several sorts of
ribs climbing against each other, and making in this same way their com-
partments which are at right angles and perpendicular above the plan
and the paving of the aforementioned chapel, which shows which shows
a similarity to that which I propose in the following diagram.!>

The sensational design of the dome of the chapel at Anet [Fig. 9.7] would
therefore, in the spirit of its creator, be more of an avatar of the Gothic orna-
mental system than a throwback to the semi-domes in the Temple of Venus
and Roma in Rome, which Anthony Blunt quoted as a precedent.!6

15 De I'Orme, Premier tome de larchitecture, fol. 12r.
16 Blunt, Philibert De 'Orme 42.
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FIGURE 9.8 Philibert De 'Orme, Entrance of chateau d’Anet (1553)
IMAGE © Y. PAUWELS

2 Elevations and Ornamentation: The Medieval Spirit

Medieval art influenced Philibert in other areas. When he returned from
Rome in 1536, he initially devised the modernization of banker Antoine
Bullioud’s Lyon residence with sophisticated architectural orders and basket-
handle arches, typically flamboyant, a form frequently used during the first
Renaissance, for example at Gaillon and Oiron. But as his career advanced,
more subtle treatments allowed De I'Orme to achieve a more accomplished
synthesis. At the chateau d’Anet, the originality of the castle entrance (built in
the 1550s) is striking [Fig. 9.8]. If the reference to a triumphal arch is evident
in the rhythm of the four Doric columns, the relationship of the arch to the
order is in no way ancient; placed above the entablature, the tympanum is
framed in a very original way which recalls the great Italian parietal tombs —
and this refers to the funerary symbolism of the chateau, which is also a mau-
soleum. But it is also very similar to that of many Romanesque fagades, like
that of Saint-Gilles-du-Gard [Fig. 9.9], with which De I'Orme was acquainted,
and, not far from there, that of the cathedral of Saint-Trophime in Arles.
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FIGURE 9.9 Abbey church Saint-Gilles at Saint-Gilles-du-Gard (1120-1160)
IMAGE © Y. PAUWELS

Moreover, in his work one can find other examples of classical forms encased
in obviously Gothic elements, or at least in the Gothic spirit. The balustrades
on the castle entrance at Anet are definitely not Italian in style; they have sub-
tle interlacing, closer to medieval forms than to Italian balustrades. The ribs in
the vault are in the same spirit, and the criss-crossing of their contours truly
corresponds to the taste for complicated lines, which greatly enthused the art-
ists of the flamboyant Middle Ages. Anthony Blunt has already pointed out the
process regarding the Ionic capitals of the tomb of Francois I in Saint-Denis:

Moreover, De 'Orme not only accepts the intersection of two volutes, but
emphasizes it by making the edge of each volute cut across the other and
penetrate into the cushion of the capital, with an effect which recalls the
intersecting mouldings of Flamboyant architecture, rather than anything
to be found in classical architecture.’”

17 Blunt, Philibert De 'Orme 72, cf. also 88.
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Last example, the entrance of the main wing at Anet which is reassembled
today at the Ecole nationale supérieure des Beaux-Arts in Paris. The lower third
parts of its columns, in the Corinthian order, are carved very realistically, with
laurel branches, their leaves, and fruits. The effect is emphasized because the
branches pass under the band separating the lower part of the column from
the rest, usually fluted, and come to an end naturally in the fluting of the upper
part. This naturalism is in and of itself unknown to Italian practices, which
leaned more towards more stylized and abstract shapes. The carved plant ac-
centuates the naturalism even more, in a spirit more Gothic than classic.

3 Christian Antiquity

At the same time, Anet’s Corinthian columns bring another precedent to
mind, because the alternating fluted parts and parts carved with plant mo-
tifs and the slanting movement of the laurel branches are an obvious refer-
ence to the twisted columns or colonne vitinee of the choir in the old St Peter’s.
De I'Orme saw them in Rome when he was young.!® Here, we are taking up a
source which is also part of our architect’s originality: early Christian architec-
ture, which Philibert mentions among the antique examples. He was the only
one in France at that time to evoke it so precisely, writing several times in the
Premier tome of his interest in old Roman churches. He visited Santa Sabina,
where he noticed a fine door:

Jay bien trouvé aussi une autre sorte de mesure en une porte antique, fort
belle, et sans grand ornement, étant en l'eglise de saincte Sabine a Rome,
laquelle a de largeur pour son ouverture par le bas, treize palmes [...],
l'architrave, ou moulure qui est au pied droict par le devant, sur la pre-
miere marche, a de largeur deux palmes, onces trois, et au plus hault au
droit de la couverture de la porte, palmes deux, minutes quatre, qui sont
trois minutes et une once de largeur plus que par le dessous.

I also found another sort of measurement in an ancient door, very beau-
tiful, and without much ornamentation, in the Santa Sabina church in
Rome, which has an opening whose lower width is thirteen palms high

18  Androuet du Cerceau also mentions these columns in the XXV exempla arcuum (Orléans,
s.n.:1549), and so does Serlio in the Livre extraordinaire — Extraordinario Libro (Lyon, Jean
de Tournes: 1551). See Pauwels Y., Larchitecture et le livre en France a la Renaissance: ‘une
magnifique decadence’? (Paris: 2013) 229—238.



THE ROOTS OF PHILIBERT DE L’ORME 225

[...]- The architrave, or moulding which is on the jamb at the front, on the
first step, is two palms, three inches wide, and at the highest point per-
pendicular to the door covering, two palms, four minutes, which is three
minutes and one inch wider than the bottom.!?

At Santa Prassede, a column, as commendable as those at the Pantheon or the

ruins at the Forum, attracted his attention:

Doncques j'en proposeray encore une qui m'a semblé fort belle, et est a
Sainte-Praxéde a Rome, n'ayant que seize palmes, minute une, et onces
trois pour sa hauteur: et pour son diametre d’en bas, palme une, minutes
dix, et once une. [...] Je vous puis bien asseurer, que cest une des belles
colomnes et aussi plaisante qu'il s'en voit point 8 Rome.

Thus I will propose another one which seemed very beautiful to me, at
Santa Prassede in Rome, only sixteen palms, one minute, three inches
high; and for its lower diameter, one palm, ten minutes and one inch [...].
I can assure you that it is one of the most beautiful and appealing col-
umns ever seen in Rome.20

Santa Maria in Trastevere, another edifice he studied carefully, gave him a

fine example of an Ionic capital:

19
20

Vous avisant que je ne me veux ayder en cecy totalement dudit Vitruve,
ains seulement en partie, 'accompagnant de ce que j'ai trouvé aux chapi-
teaux antiques, et mesme a ceux de l'eglise de nostre Dame de Transtebre
qui est aux faulxbourgs de Rome du coste de sainct Pierre de Montorio
dela le Tybre. C’est une église bastie de plusieurs sortes de colomnes ac-
compagnées de chapiteaux Ioniques fort différents les uns des autres, et
ramassez de plusieurs edifices et ruines des antiquitez pour edifier la-
dicte eglise.

Informing you that I do not want to be helped totally in this by the
aforementioned Vitruvius, only in part, accompanying it with what I
have found in the ancient capitals, and even in those of Santa Maria in
Trastevere on the outskirts of Rome, near San Pietro in Montorio beyond

De I'Orme, Premier tome de larchitecture, fol. 237r.
De I'Orme, Premier tome de larchitecture, fols. 190v—191r.
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the Tiber. The church is built of several sorts of columns with Ionic capi-
tals that are very different from each other, collected from several ancient
buildings and ruins to construct the aforementioned church.?!

In his own constructions, De 'Orme’s interest in early Christian architecture is
less apparent than his interest in the Gothic. Nevertheless, it is possible to find
a few traces of it in his most original creations. Thus, the capitals of the inte-
rior order of the chapel at Anet, avoiding the Vitruvian canon, have no ‘classic’
precedent in the ruins of ancient Rome [Fig. 9.10]. On the other hand, one can
see a recollection of the capitals of Santa Pudenziana, two steps away from
Santa Prassede, the latter being mentioned explicitly by De 'Orme [Fig. 9.1]. In
both cases, a basket carries long, narrow leaves; a rather simple abacus crowns
it all. The capital at Anet is more elaborate, with additional motifs, such as the
poppy fruit, here reinforcing the funerary symbolism of the chapel. However,
the Roman precedent could have provided him with the original idea.

Again, it was Anthony Blunt who made the connection between the ‘French’
columns created by De I'Orme for the Tuileries and the columns in the choir
at Santa Prassede.?? The superimposed drums and the crowns of foliage giv-
ing rhythm to the elevation of the shaft are in fact very similar; there is also
a resemblance between the columns in the chapel in the garden of the cas-
tle of Villers-Cotteréts, where Philibert had implemented that system for the
first time. But, at least for the plant crowns, the precedent of the twisted col-
umns of St Peter’s is essential, since they were also endowed with a similar
decoration at their base. Apart from the French nature that De 'Orme linked
to these columns — because the use of drums is appropriate for the natural
qualities of French stones — the Santa Prassede motif was quite successful in
the architecture of the kingdom. It can be found in a plate dated 1566, added
by Jean Bullant to his Reigle d'architecture,?® which probably inspired Hugues
Sambin in making the wooden columns of the chapel enclosure in the Palais
de Justice in Dijon.2# But in Philibert’s case, the most interesting aspect is pre-
cisely that the banded columns were of a ‘French’ nature while simultaneously
being ‘modern’ He speaks of them just as if they were Gothic vaults; both of
them are ‘modern’ and ‘French’. Gothic vaults, or ‘voiites modernes’, are ‘volites

21 De I'Orme, Premier tome de larchitecture, fol. 162r.

22 Blunt, Philibert De 'Orme, fols. 120-121.

23 Pauwels Y,, “Jean Bullant et le langage des ordres: les audaces d'un timide’, Gazette des
Beaux-Arts 129 (1997) 85-100.

24 Pauwels Y., “La fortune de la Reigle de Jean Bullant aux XVIe¢ et XVII¢ siecles”, Journal de la
Renaissance 3 (2005) 111-119.
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FIGURE 9.10  Philibert De I'Orme, Capital of the chapel of chateau d’Anet (1553)
IMAGE © Y. PAUWELS

FIGURE 9.11  Capital of the nave of S. Pudenziana, Rome (end of the fourth century)
IMAGE © Y. PAUWELS
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de la mode et fagon francaise’ (vaults in the French style and manner),2% and
French columns ‘modernes que nous appelons frangaises’ (modern, which we
call French).26

All of this puts us at the heart of the problem of national identity, one ele-
ment of which consists in the search for historical roots. The France of Francis
I and Henry 11 was considered the ultimate stage of the translatio studio-
rum. In the same way the Dorians invented the Doric order, Ionians the Ionic
order, and people of Corinth the Corinthian order — and, later, Romans the
Composite or Italic order, to show their domination over the Greek world —
Frenchmen, as heirs of the Roman political and cultural leadership, had to
imagine a specific order. The enumeration of the orders of the columns, from
the Tuscan to the French order, emphasizes very well that the series of the
orders is parallel to the succession of empires. The French order was a culmi-
nation, and as such, a synthesis of previous architectures. Its early Christian
reference is clearly the noblest one, for in the setting of a Christian kingdom, it
establishes the tradition in a ‘moralized’ antiquity, rid of its pagan residues. But
nevertheless, it was not incompatible with the Gothic reference. The ‘modern
French’ column was in fact linked to ‘modern French’ architecture by its very
structure. Unlike the monolithic marble ancient (or Italian) column, it is made
up of superimposed drums, for the very nature of the stone quarried from
the soil of the kingdom calls for such an arrangement. In fact, it was the very
structure of the Gothic piers that De 'Orme adapted to the ancient repertoire:
the act of superposing elements underlies the construction of the supports
and arches in the great Gothic buildings.

From this point of view, whereas Jean Bullant and Pierre Lescot remained
more sensible and more strictly ‘classical, De 'Orme agreed with Androuet
du Cerceau in admiring and using methods of Gothic ornamentation. But
he went further, for his direct knowledge of Rome allowed him to assimilate
early Christian monuments into his cultural frame of reference in a way that
Du Cerceau, in spite of his universal curiosity, could only know indirectly. It
is in such a way that Philibert’s modern order must be interpreted as a syn-
thesis of classical antiquity (it kept a Doric, Ionic, or Corinthian capital), of
Christian antiquity, and of the medieval opus francigenum. In order to create
a specific French architecture, in the same way the poets of the Pléiade in-
tended to write, in French, a national poetry for the glory of the Valois dynas-
ty, De 'Orme looked for a synthetic language which included many sources:
Roman antiquity, because the king of France was the new Augustus; Christian

25 De I'Orme, Premier tome de larchitecture, fol. 110v.
26 De I'Orme, Premier tome de larchitecture, fol. 222r.
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antiquity, because as Roi trés chrétien, the very Christian king, he was also the
new Constantine;?” and medieval roots, because they were familiar to the
French conception of building, which stayed close to the Sainte-Chapelle of
Saint Louis. In some ways, this approach contrasts with that of the Spanish
king. The palace of Charles v in Granada, built by Pedro Machuca in the 1530s,
is indeed a fundamentally Italian building, inspired by works of Bramante
and the ideas of Giulio Romano; as such, it is a symbol of the king’s loyalty to
Roman Catholicism. It was not the case in the Gallican France, where the quest
for cultural roots seems very specific in all of the fields of artistic and poetic
creation.
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CHAPTER 10

From Chivalric Family Tree to “National” Gallery:
The Portrait Series of the Counts of Holland,
ca. 1490-1650

Karl Enenkel

Strikingly, it was in the very era of the Dutch Revolt that portrait series of the
Counts of Holland were printed in large number in the Low Countries.! At
first sight, this might seem odd, since the Habsburgs, including the Spanish
monarch Philip 11, were the owners of the title of Count of Holland, and they
were the country’s political and military opponents during the Revolt. In the
year of his death (1598), Philip gave the Netherlands to his nephew Albert
(1559-1621), later Archduke of Austria. This ensured that the title of Count of
Holland, and the territorial claim connected with it would remain in Habsburg
hands in future. From the Habsburgs’s point of view, then, the publishing of
a portrait series of the Counts of Holland might have been intended to un-
derpin that claim. Nevertheless, publication of the series did not straightfor-
wardly mean that those responsible for them (authors, artists, publishers and
patrons) were opponents of the Revolt or adherents of Philip. It should be
borne in mind that the Revolt was an exceedingly drawn-out process, involved
several stages, and that its end result — recognition that the seven northern

1 This contribution is a revised, altered and augmented version of my “Van ridderlijke familie-
galerij tot ‘nationale’ portrettengalerij: de reeksen van de graven van Holland, ca. 1490-1650’,
published as chapter 8 in Enenkel K.A.E. — Ottenheym K.A., Oudheid als ambitie. De zoektocht
naar een passend verleden 1400-1700 (Nijmegen: 2017) 205—242. For early modern printed se-
ries of the Counts of Holland, cf. JongJ. de, “Gravenportretten in de zestiende en zeventiende
eeuw’, in Anrooij W. van (ed.), De Haarlemse gravenportretten. Hollandse geschiedenis in
woord en beeld (Hilversum: 1997) 78-102. Jan de Jong examines the question of how authentic
or realistic the printed portraits were regarded, but does not discuss their political and ideo-
logical significance. For the portraits of the counts cf. also Weissman A.W,, “De portretten der
graven van Holland te Haarlem’, Oud-Holland 35 (1917) 61—70. The portrait series in the town
hall of Haarlem was researched by Wim van Anrooij, Truus van Bueren, Reindert Falkenburg
and Marijke Moijaart, in Anrooij W. van (ed.), De Haarlemse gravenportretten; for this se-
ries cf. also Kurtz G.H. (ed.), “De atbeeldingen der graven en gravinnen van Holland op het
stadhuis te Haarlem’, Jaarboek Haerlem (1958) 40-58. For historical questions regarding the
Counts of Holland see, inter alia, Boer D.E.H. de — Cordfunke E.H.P., Graven van Holland.
Portretten in word en beeld (880-1580) (Zutphen: 1995).

© KARL ENENKEL, 2019 | DOI:10.1163/9789004378216_012
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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provinces were an independent state — was not foreseen at the outset. Within
the Seven Provinces themselves, there was a long period in which there was
no clarity on the political course to be charted, not even after the official ab-
juration of Philip in 1581.2 Although the north achieved key military successes
between 1574 and 1576, a number of attempts were made to restore the monar-
chy, even after 1581, when the Northern Netherlands went actively looking for
a suitable replacement prince. The Queen of England and the King of France
were among the candidates considered, but ultimately the attempts to secure
anew head of state faltered. During this quest for an appropriate new Lord of
the Netherlands, “independence”, whether a conscious aim or a necessity that

2 For the development of the Dutch Revolt and the political thought connected with it cf., inter
alia, Parker G., The Dutch Revolt (London:1977); idem, “Success and failure during the first cen-
tury of the Reformation”, Past and present 136 (1992) 43—82; Elias B.G.J., De Tachtigjarige Oorlog
(Haarlem: 1977); Lem A. van der, De Opstand in de Nederlanden 1568-1648: De Tachtigjarige
Oorlog in woord en beeld (Nijmegen: 2014); Gelderen M. van, The political thought of the Dutch
Revolt 1555-1590 (Cambridge: 1992); idem (ed.), The Dutch Revolt. Cambridge Texts in the his-
tory of political thought (Cambridge: 1993); and furthermore Baalbergen, J., Van Opstand tot
onafhankelijkheid. De Unie van Utrecht en het ontstaan van een zelfstandige staat 1559-1609
(,s-Gravenhage: 1979); Bremmer R.H., Reformatie en rebellie. Willem van Oranje, de calvinis-
ten en het recht van opstand. Tien onstuimige jaren: 1572-1581 (Franeker: 1984); Demandt K.E.,
“Wilhelm I. von Nassau, Prinz von Oranien, und die Bedeutung und Stellung des Abfalles
der Niederlande im Rahmen der europiischen Revolutionen’, Nassauische Annalen 8o (1969)
121-136; Deursen A.Th. van, “De Republiek der Zeven Verenigde Nederlanden (1588-1780)",
in idem, De hartslag van het leven. Studies over de Republiek der Verenigde Nederlanden
(Amsterdam: 1996) 13—-87; Duke A.C., “From king and country to king or country? Loyalty
and treason in the revolt of the Netherlands’, in Transactions of the Royal Historical Society,
sth series, vol. 32 (1982) 113—135; Groenveld S. - Mout M.E.H.N. et alii (eds.), De kogel door de
kerk? en De bruid in de schuit, 2 vols. (Zutphen: 1991%); iidem — Leeuwenberg H.Ph. (eds.),
De Tachtigjarige Oorlog: opstand en consolidatie in de Nederlanden (ca. 1560-1650) (Zutphen:
2008); Groenveld S., Unie — Bestand — Vrede. Drie fundamentele wetten van de Republiek der
Verenigde Nederlanden (Hilversum: 2009); Israel J.I, The Dutch Republic. Its Rise, Greatness,
and Fall 1477-1806 (Oxford: 1995); idem, Conflicts of Empires. Spain, the Low Countries and the
Struggle for World Supremacy, 1585-1713 (London — Rio Grande: 1997); Mout, M.E.H.N., “Van
arm vaderland tot eendrachtige republiek. De rol van politieke theorieén in de Nederlandse
Opstand”, Bijdragen en Mededelingen betreffende de Geschiedenis der Nederlanden 101 (1986)
345—-365; eadem, “Reformation, revolt and civil wars: the historiographic traditions of France
and the Netherlands”, in Benedict Ph. et alii (eds.), Reformation, revolt and civil war in France
and the Netherlands 1555-1585 (Amsterdam: 1999) 23—34; Arnade P., Beggars, iconoclasts, and
civic patriots: the political culture of the Dutch Revolt (Ithaca, N.Y.: 2008); Saage R., Herrschafft,
Toleranz, Widerstand. Studien zur politischen Theorie der niederlindischen und der englischen
Revolution (Frankfurt am Main: 1981).

3 Cf, inter alia, Koenigsberger H.G., Monarchies, States Generals and parliaments: the
Netherlands in the fifteenth and sixteenth centuries (Cambridge: 2001); Dunthorne H,
Britain and the Dutch revolt, 1560-1700 (Cambridge: 2013); Oosterhoff, F.G., Leicester and the
Netherlands 1586-1587 (Utrecht: 1988).
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had arisen, remained a fait accompli. From the 1590s onwards, an increasing
proportion of society in the Northern Netherlands was convinced that it was
unachieavable, and ultimately not even desirable, to return to a monarchist
system under a foreign prince. By the time of the Twelve Years’ Truce,* such
a model had almost completely been discounted. Ultimately, the aim was to
found an independent state in some form or other. We see the enunciation of
this aim most particularly in the Netherlands’ key province, Holland. In this
regard, the Counts of Holland took on new significance: they now came to be
back-projected as the leaders of a previous ‘independent’ state, one which was
now being restored. In this way, they could be invoked as a means of shaping
and legitimising the identity of the new independent Holland.5

1 The Counts as Opponents to the Revolt: Vosmeer’s and Galle’s
Principes Hollandiae (1578)

The first portrait series of the Counts of Holland appeared in 1578, brought out
by the renowned publisher Christopher Plantin at Antwerp. The artist was en-
graver Philip Galle (1537-1612) of Haarlem [Fig. 10.1], and the appended verses
were by lawyer Michiel Cornelis Vosmeer (ca. 1550-1616).6 The political aim of
this publication is evident already on its title page [Fig. 10.2], which depicts a
personification of the Province of Holland as a young woman holding a coat of
arms with a lion, the heraldic symbol of the Counts of Holland. In the year in

4 Cf, inter alia, Groenveld S., Het Twaalfjarig Bestand 1609-1621. De jongelingsjaren van de
Republiek der Verenigde Nederlanden (Hilversum: 2009); Lem A. van der, “Een voordelige
vrede: het Twaalfjarig Bestand, 1609—1621", Geschiedenis magazine 44.3 (2009) 14-19.

5 For the question of the new Dutch identity cf,, inter alia, Duke A., “The elusive Netherlands.
The question of national identity in the early modern Low Countries on the eve of the Revolt’,
Bijdragen en Mededelingen betreffende de Geschiedenis der Nederlanden 19 (2004) 10—38;
Groenveld S., “Natie en nationaal gevoel in de zestiende-eeuwse Nederlanden’, Nederlands
Archievenblad 84 (1980) 371-387; idem, “Nation und ‘patria’: Begriff und Wirklichkeit des
kollektiven Bewusstseins im Achtzigjéhrigen Krieg’, in: idem — Lademacher H. (eds.),
Krieg und Kultur: die Rezeption von Krieg und Frieden in der Niederlindischen Republik und
im Deutschen Reich, 1568-1648 (1998) 77-109, and 524-534; Groenveld S., “Natie‘ en ‘patria’
bij zestiende-eeuwse Nederlanders’, in: Sas N.C.F. van (ed.), Vaderland (Amsterdam: 1999)
55-81; Kossmann E.H., Een tuchteloos probleem. De natie in de Nederlanden (Leuven: 1994);
Pollmann J., “No man'’s land: reinventing Netherlandish identities, 1585-1621", in Stein R. —
Pollmann J. (eds.), Networks, regions and nations: shaping identities in the Low Countries, 1300—
1650 (Leiden: 2009) 241—262; Pollmann J, Catholic identity and the Revolt of the Netherlands
1520-1635 (Oxford: 2011).

6 Vosmeer Michiel, Principes Hollandiae en Zelandiae, domini Frisiae [...]. Cum genuinis ipso-
rum iconibus | ...] (Antwerp, Christopher Plantin: 1578).
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which this publication appeared, the Revolt was in full flow in the Province of
Holland. Following the battlefield successes of 1574 and 1576, the Province was
no longer prepared to submit to Philip 11 by this stage. However, we see some-
thing quite different from militarism on the title page: Lady Holland holds a
palm branch in her hand, denoting that the Province acknowledges the King of
Spain as her rightful Count and wishes him victory.

The author of the texts in the series, Michiel Vosmeer, makes no secret of his
political loyalties: he devotes the work to Master Sir Arnoud Sasbout (d. 1583),
Lord of Spalant, who had been appointed in 1575 chairman of Philip’s Privy
Council in Brussels.” In the northern provinces, the Privy Council was feared

7 Ibidem, fol. A2r. However, circa 1576 he seemed to have moved to The Hague, which is not
mentioned by Vosmeer. Nevertheless, Sasbout’s salary as counsellor to Philip was still being
paid in 1579. For, Sasbout cf. Baelde M., De collaterale raden onder Karel V en Filips II (1531—
1578). Bijdrage tot de geschiedenis van de centrale instellingen in de zestiende eeuw (Brussels:
1965) 304, and Nieuw Nederlands Biografisch Woordenboek, vol. 11, cols. 1264-1265.
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FIGURE 10.2  Michiel Vosmeer, Principes Hollandiae et Zelandiae, domini Frisiae (Antwerp,
Christopher Plantin: 1578), title page
IMAGE © UTRECHT UNIVERSITY LIBRARY
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and loathed as much as Philip himself, because it was held responsible for the
injustices and violence afflicting the population. Sasbout was one of the most
implacable opponents of both the Dutch Revolt and the Reformation. For in-
stance, in 1565, he went, Saul-like, in person to Leiden to haul Calvinists off
to jail. It is of major political significance that Vosmeer dedicated the work to
none other than the Chairman of Philip 11's Privy Council and that he even
praises him as its ‘most vigilant president’ In his dedicatory poem, Vosmeer
deplores the present political unrest, which he characterises as a civil war.
Complaining about how ‘the loyalty of those who are not content with any
leader at all has evaporated;, he expresses the hope that better times may come
again. Remarkably, the political intent of Vosmeer’s work has recently been
misunderstood.8

Given his politics, it will not be surprising that Vosmeer acknowledges
Philip as Count of Holland and actual political authority in the province. Philip
is presented as the thirty-sixth legitimate count [Fig. 10.3]. In his dedicatory
poem, Vosmeer emphasises the legitimacy and continuity of Philip’s reign. In
the associated epigram, Philip is made to say of himself: ‘Now I, Philip, in a line
of direct descent, hold this sceptre, passed on by countless forefathers [ ...]'9 In
addition, Philip is féted as the great victor over the Turks.!? This is an allusion to
the glorious sea-battle of Lepanto (1571), whose commander had been Philip’s
half-brother, Don Juan of Austria. Philips is presented glorying in his role as
saviour of European Christendom. The engraved image contains both Philip’s
impressive coat of arms and the chain of the Order of the Golden Fleece, in
minute detail, so that none can doubt his legitimacy.

8 A curiousinterpretation of Vosmeerand Galle’s seriesis that of Miriam Volmert (Volmert M.,
Grenzzeichen und Erinnerungsrdume. Hollindische Identitit in Landschaftsbildern des
15.-17. Jahrhunderts [Berlin — New York: 2013] 75): she asserts that the publication was
intended to express the rebels’ new political stance; in place of the old counts, it was now
the Seven United Provinces which were claiming the right to rule in defiance of the sov-
ereign Philip 11. It will be evident that this cannot be a correct understanding, even dis-
counting what Vosmeer himself says. After all, the book was dedicated to none other than
the chairman of Philip’s privy council and was published at Antwerp ‘with royal privilege’
(‘cum privilegio regis’) — i.e. by permission of Philip 11 himself. A book supportive of the
rebels would never have obtained such publishing privileges. Volmert erroneously sup-
poses that the lion coat of arms was new and was intended to represent the new-born
state of Holland. In fact, the lion is nothing more than the old heraldic symbol of the
Counts of Holland.

9 Vosmeer, Principes Hollandiae, p. 78: ‘Haec ego (continua veniens de stirpite) Philippus /
Sceptra gero, innumeris tradita nuper avis’.

10  Ibidem: ‘Auspice me [...] / Turcorum [...] phanlanx funditus acta ruit’.
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FIGURE 10.3  Philip 11 of Spain as the 36th Count of Holland.
Engraving by Philip Galle, taken from: Michiel Vosmeer,
Principes Hollandiae et Zelandiae, domini Frisiae
(Antwerp, Christopher Plantin: 1578) 79
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The formal presentation and layout of the printed series was intended to
portray the counts as imposingly as possible. This was one of the reasons why
the format chosen for these portraits was the most solemn of all: the state por-
trait, presenting the full body, in Early Modern times usually the preserve of
princes. Each of the 36 portraits takes up a whole page (the right-hand page)
and depicts the whole body of the count in question, who is presented standing
and posing in full armour. The left-hand page in each case contains Vosmeer’s
associated poem, a Latin epigram recounting the count’s key genealogical de-
tails and feats.

2 Vosmeer’s Counts of Holland as Trojans

Even the first portrait in the series is so conceived as to depict the Counts of
Holland with maximum legitimacy. We find ‘Dirk of Aquitania’ (‘Theodoricus
Aquitaniae’) presented as the first Count of Holland [Fig. 10.4], whom Vosmeer
specifies as ‘the younger son of the Duke of Aquitania, Sigisbertus’!! The ac-
companying poem for his portrait informs us that this Dirk is counted among
‘the Trojan forebears'12 This Dirk is thus no indigenous nobleman (as the his-
torical Dirk and his real father, Gerulf, actually were),!® but an exotic foreigner
from distant Aquitania (in south-western France), with Trojan blood coursing
through his veins. In line with this approach, Galle’s portrait depicts Dirk as a
Trojan prince, in the way oriental rulers were imagined: wearing as headgear
a fantastical turban adorned with a bunch of feathers, and shrouded in a long
royal robe lined with ermine fur. His shield depicts the lion: the shared heral-
dic symbol of both the Counts of Holland and the Troyan royal family. Several
counts in the series are similarly depicted, such as William 1 [Fig. 10.5].
Vosmeer embroiders the Trojan origin of the counts in his introductory
poem to the reader:'* we are told that Dirk’s father was one Sigisbertus, a
scion of the royal house ‘with the lily’ (an allusion to the French royal family).!5
According to the legend as related, the founder of the Merovingian dynasty,

11 Ibidem, fol. A2r: ‘Didericus Aquitaniae, Sigiberti ducis Aquitaniae filius minor.

12 Ibidem, p. 8: ‘Trojae dinumerandus avis’.

13 For Dirk 1 and his father Gerulf cf. de Boer — Cordfunke, Graven van Holland 13—17. Dirk 1
was regarded as the first Count of Holland even as early as in the chronicle of Melis Stoke.
De Boer — Cordfunke (14) emphasise that, according to the documents, the first Count of
Holland was actually a certain ‘Gerulf’ who is mentioned in a document of 889 (kept at
Egmond Abbey). In this view, Dirk was the second Count of Holland.

14  Vosmeer, Principes Hollandiae, p. 5-6.

15  Ibidem, p. 6: [...] genus alto a sanguine regum, / Patre Sigisberto [...]"
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FIGURE 10.4

C oM aMe IS T o0 o

Dirk 1 (“Theodoricus [ab] Aquitania”), the First Count of
Holland. Engraving by Philip Galle, taken from: Michiel
Vosmeer, Principes Hollandiae et Zelandiae, domini
Frisiae (Antwerp, Christopher Plantin: 1578) 3
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)

FIGURE 10.5  William 1, the 16th Count of Holland. Engraving by Philip Galle,
taken from: Michiel Vosmeer, Principes Hollandiae et Zelandiae,
domini Frisiae (Antwerp, Christopher Plantin: 1578) 35
IMAGE © UTRECHT UNIVERSITY LIBRARY
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Clovis 1, received his lily crest from heaven at the hands of an angel, subsequent
to his having obtained his greatest victory following his christening (496). Both
Clovis and his Merovingians and the Carolingian dynasty traced their lineages
back to Hector of Troy, Priam’s son. In the poem, Dirk is accorded ‘the lilies),
thereby associating him with just about the most ancient forefathers that any-
one could imagine, namely the Trojan princes. Nevertheless, Dirk’s coat of arms
is actually older and more original than that of Merovingians, the first French
kingly line: rather than the lilies, he bears the lion in his coat of arms, reput-
edly the heraldic symbol of the Trojan royal family. ‘Theodoricus of Aquitania,
the founder of Holland, echoes Aeneas of Troy, the founder of Rome (through
Alba Longa), and Antenor of Troy, supposedly the founder of Padua. Vosmeer’s
verses refer to the discourse of the heroic poem (epos), and particularly to
Virgil's Aeneid. The transfer of power to Dirk I is presented as a ‘decision of the
gods’ (‘Sic placitum superis’).16 This is a quotation from the Aeneid, taken from
Jupiter’s speech in which the chief god predicts that Aeneas will ultimately
found the Roman Empire, the realm of ‘the toga-wearing people, the lords of
the world’” The Trojan origin of Dirk 1 of Holland is thus portrayed as a paral-
lel to the genealogical ambitions of the Habsburgs, who claimed to trace their
own descent from the Trojans and indeed from Aeneas himself.

On top of this, Vosmeer inflates Dirk’s 1 impressive-enough noble ancestry by
adding that his consort was also of Trojan origin: one ‘Gena’ or ‘Gunna’, daugh-
ter of Pepin Carloman or Pepin of Italy (also Pippin Carloman or Peppino,
773-810), the second son of Charlemagne, who was made King of Italy at the
age of only eight years (. 781-810) when his father conquered the Lombards
(810).!18 Because the Carolingians likewise traced their family tree back to King
Priam of Troy, a marriage with a granddaughter of Charlemagne meant yet an-
other injection of Trojan blood into the counts’ veins. Vosmeer was not the
inventor of this fraudulent implant in the family tree, but he nevertheless took
it over without a critical note. In reality, Pepin of Italy had five daughters born
to him between 798 and 809, Adelheid (Adelaida), Atala (Adele), Gundrada,
Bertha, and Theodrada (Tetrada). Atala (Adele), Gundrada, and Bertha all
died in childhood, namely before Charlemagne’s death in 814. Pepin’s eldest
daughter Adelheid (b. 798 [or 799], d. ca. 825), married Lambert 1 Count of

16 Ibidem: ‘Sic placitum superis, sic magnus Rector Olympi / Annuit’ - ‘So it was decided by
the gods, so it was ratified by the great ruler of the Olympus.

17 Virgil, Aeneid 1, 282—283.

18  Cf. the marginal note added by Vosmeer, Principes Hollandiae, p. 8: ‘Uxor Theodorici
Gena, seu Gunna, filia Pippini minoris, regis Italiae’ — ‘The consort of Dirk [was] Gena or
Gunna, a daughter of Pepin the Younger, the King of Italy’. In Vosmeer’s poem, line 8: ‘uxor
regia Gena fuit’ - ‘his wife was Gena the decendant of a king’.
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Nantes (d. 836), and died before her husband (ca. 825); Pepin’s younger daugh-
ter Theotrada married Lambert 11 Count of Nantes (d. 851), and died in 939.
She bore the him three children, among them Lambert, later the 111 Count of
Nantes. Thus, there was no daughter of Pepin of Italy Dirk 1 could have married.
It is clear in itself that this genealogical construction must be mere fake, no
matter whether one departs from the wrong early date of Dirk’s 1 reign (863),
as Vosmeer does, or from the historical date confirmed by documents (922).1°
Equally woundrous is Vosmeer’s claim that Dirk’s father was one ‘Sigisbertus’
(Sigibert or Siegbert), ‘Duke of Aquitania’2® The origins of this supposed
Sigisbert are a mystery. For the period in which Dirk 1 was supposed to have
taken control over Holland (863) the list of Dukes of Aquitania features no-one
of the name Sigisbert or Siegbert. But in Merovingian times there had been
three kings of Austrasia with that name: Siegbert 1 (r. 561-575), the fifth son
of king Chlothar 1 (d. 561); Siegbert 11 (b. 602, d. 613) an illegitimate son of
Theuderic 11 who for a short period in 613 became king of Austrasia (as an
infant); and finally Siegbert 111 (634—ca. 660), a son of Dagobert 1. However,
none of these Merovingian Siegberts can possibly have been Dirk’s father.
Siegbert 11 died aged eleven, without issue. Neither Siegbert 1 nor Siegbert 111
had a son called Dirk (or Theodoricus).2! None of the three chronologically fits
the year given by Vosmeer as the accession of Dirk I to the County of Holland,
863. There are fully three centuries between Siegbert 1's reign and the year 863!

19  Cf. de Boer — Cordfunke, Graven van Holland 13.

20  Vosmeer, Principes Hollandiae, fol. A2r: ‘Didericus Aquitaniae, Sigiberti ducis Aquitaniae fi-
lius minor’. For the origins of the connection with Aquitania, see: Anrooij W.van, “Aquitanié
en de herkomst van de Hollandse graven, een 14de-eeuwse traditie”, in Boer D.E.H. de —
Cordfunke E.H.P. - Hugenholtz FW.N. (eds.), Holland in wording. De ontstaansgeschiede-
nis van het graafschap Holland tot het begin van de vijftiende eeuw, Muiderberg symposia 5
(Hilversum: 1991) 125-142: Peeters J., “Die internationalen Beziehungen des ersten Grafen
von Holland. Sagenhafte Elemente in der niederldndischen Geschichtsschreibung des
Mittelalters”, in Gemert G. van — Ester H. (eds.), Grenzgdnge. Literatur und Kultur im
Kontext [...] (Amsterdam: 1990) 3—32, and recently, Keesman W.,, De eindeloze stad. Troje
en Trojaanse oorsprongsmythen in (laat)middeleeuwse en vroegmoderne Nederlanden
(Hilversum: 2017), esp. 543-550, and 555-557. According to Keesman, the genealogical
construction of the Trojan origins of the Counts of Holland did not yet exist in the 14th
and in the early 15th century (cf. ibidem 543); she traces them back to chronicles that
were composed in the second half of the 15th century, for example to Jan Gerbrandzoon
van Leiden’s Brederode chronical or Dirk Frankenzoon Pauw’s chronical (esp. 544—545).
For the historical genealogy: Dek A.W.E., Genealogie der graven van Holland (Zaltbommel:
1969).

21 SiegbertT had a son called Childebert who also became king of Austrasia (570-595).
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If one departs from the historically documented date of Dirk’s accession, 922,
the genealogical construction becomes even more wondrous.??

The Counts of Holland were simply implanted into the family tree of the
Dukes of Aquitania for felicitous effect. Vosmeer did not invent the fake, but
he was following a tradition, which was among the 15th century chroniclers
such as Jan van Leiden very popular,?® and he was not particularly accurate or
critical with his historical sources either. He was largely concerned with mag-
nifying the Counts of Holland by claiming a descent that was as much time-
honoured, and hence as impressive, as possible.

Arnout I (or Arnulf 1), the third Count of Holland, brought according to
Vosmeer an additional injection of Trojan blood into the counts’ veins. In the
poem we are told that Arnout 1 was married to one ‘Lutcharis) the daughter
of a ‘Trojan emperor’ (‘Dardanus induperator’).2* The Latin noun induperator
is an archaic form of imperator, the title from the 1st century BC on used to
denote the Roman emperors. This Trojan princess is said to have born Arnout
children including a son ‘Zyphridus), who went on, we are told, to found the
lineage of the Brederodes.?> Dardanius is a synonym for Troianus much used

22 Keesman, De eindeloze stad 544, gives the puzzling information that Dirk 1, Count of
Holland, was an offspring of the ‘Merovingian Chilperik, hertog of Aquitanié en broer
van koning Dagobert 11 [...]. Chilperiks nakomelingen, de laatsten uit het Trojaanse kon-
ingshuis en de eigenlijke rechthebbers op de troon, bleven na Pippins opvolging heersen
in Aquitani€. However, Dagobert’s 11 brother was not a ‘Chilperik’ (or Chilperic), but
Childebert (i.e. Childebert the Adopted) who was 656—657 (or 662) king of Austrasia
(Aquitania being the most important part of Austrasia). Moreover, Chilperich was sure-
ly not a Merovingian, but a Karolingian (Pippinide), being the true son of the Frankian
Hausmeier Grimoald (ca. 615-657 or 662). Childebert the Adopted was killed very soon by
Clovis 11. Childebert cannot possibly have been a forbear of Dirk 1, because he died with-
out offspring. The same goes for another Chilperic, who only very briefly (in the year 632)
occupied the throne of Aquitania, as infant child of Charibert 11, Duke of Aquitania who
died at the young age of 18. This Chilperic was killed shortly after he came to power by or-
ders of king Dagobert 1. He was a Merovingian, but not the brother of a ‘king Dagobert 11.

23 Cf. Anrooij, “Aquitanié en de herkomst van de Hollandse graven”; Keesman, De eindeloze
stad esp. 543—545. Keesman says that Dirk Pauw’s chronical is the oldest known source
of the Trojan origin of the Counts of Holland (ibidem 545, note 220); according to van
Anrooij the myth existed already in the 14th century. De Boer — Cordfunke, Graven van
Holland 13, call the Trojan anchestry of the Counts in the 15th century a ‘successtory".

24  Vosmeer, Principes Hollandiae, p. 12: ‘Sic Arnoldus eram, quem Dardanus induperator |
Lutcharidis natae praetulit esse virum’ — ‘Such was I, Arnout, whom the Trojan emperor
chose as husband for his daughter Lutcharis’ (emphasis mine).

25  For the genealogical construction supposedly tracing the Brederodes back to Arnout 1,
cf. Lulofs M., “Die van Brero heeft men eens gezien. De ‘Brederode-kroniek’ van Jan van
Leyden’, in Ebels-Hoving B. — Santing C.G. — Tilmans C.P.H.M. (eds.), Genoechelijcke ende
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by Virgil in his Aeneid, referring to Dardanus the founder of Troy.26 Frequently,
the Roman poet called the Trojans Dardanidae?’ or Dardani, Troja Dardania,
and the military leader of the Trojans (i.e., Aeneas), Dardanus.?® Dardanus
as an adjectivum is more rare, but it nevertheless occurs, e.g., in the phrase
‘Dardana pubes’.?® Vosmeer is, however, transferring this adjective to the later
inhabitants of the Dardanelles, i.e., to the Byzantines. From a marginal com-
mentary note it becomes clear that he identifies the ‘Dardanus induperator’
with the Byzantine Emperor: ‘Lutcharis, daughter of Theophanes, the emperor
of Byzantia, was given in marriage to Arnout. The Brederodes descend from
Zyphridus’30

These assertions are remarkable. There was never a Byzantine emperor
named Theophanes, just as history knows of no Byzantine princess called
Lutcharis. These are historical fantasies, consciously created — and perhaps
also arising from a kind of “creative error”: although there was no Byzantine
emperor with the name ‘Theophanes) there were Byzantine princesses and
empresses named Theophanou (also ‘Theophano’) such as Theophanou of
Athens (d. after 811), the daughter of the Byzantine Emperor Nikephorus 1
and the wife of Emperor Stauriakos (after 778-812), Theophanou (d. 893), the
consort of Byzantine Emperor Leo the Wise (866—912), Theophanou of Sparta
(941—-978), the wife of the Emperors Romanos 11 and Nikephoros 11 Phokas,
and especially Theophanou (ca. 959/60—991), the niece (or granddaughter) of
the Byzantine Emperor Johannes Tzimiskes (b. 925; 1. 969—976), who was given
in marriage to Otto II in 972, and who was crowned together with Otto Holy
Roman Emperor and Empress in 98o. This Theophanou was an important fig-
ure: after Otto 11 died unexpectedly in 983 (from malaria) she actually ruled the
Holy Roman Empire from 983 to 994 as regent for her immature son Otto (later
Otto 111).3! Because Vosmeer does not mention the name ‘Theophanes’ in the

lustige historién. Laatmiddeleeuwse geschiedschrijving in Nederland (Hilversum: 1987)
79-99.

26  Cf e.g Aeneis 11, 618; 1V, 662; v, 119; VI, 57; V11, 219; X1, 287. For Dardanius cf. e.g. Aeneis 1,
494; 602; 617; 11, 582; 111, 596; 1V, 163; 224; 626; 640; 647; 658;V, 30; 711; VI, 1609; X, 92; X, 133;
X, 603 etc. Dardanus the founder of Troy is mentioned e.g. in Aeneis 111, 167; 111, 503; 1V,
365; V1, 650.

27 Cf. ibidem 1, 560; 11, 59; 72; 242; 445 etc.

28  Cf. ibidem, e.g. 1v, 662; X1, 287.

29 Cf. ibidem, 11, 618 ‘Dardana arma’; 1v, 662 ‘Dardana pubes’; V, 19 ‘Dardana tela’; X1, 287
‘Dardana pubes.

30  Vosmeer, Principes Hollandiae, p. 12: ‘Lutcharis, Theophanis Byzantiae Imperatoris filia,
Arnoldo nupsit’.

31 For Theophanou cf. Davids A. (ed.), The Empress Theophanu. Byzantium and the West at
the turn of the first millennium (Cambridge U.P.: 1995); Wolf G. (ed.), Kaiserin Theophanu.
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poem, but only in an explanatory commentary note, he was probably not the
inventor of this family tree construction, but used an already exisiting tradition
to which he refers in his comment. And indeed, he could build on such a tradi-
tion, as we will see.32 In this tradition, the father of Arnout’s wife was called
‘Theophanus’, which is the Latin form of a (supposed and construed) Greek
name ‘Theophanos’ ‘Theophanou’ could have been regarded as a patronymic
form (father’s name), and it may well be that the familiy tree construction was
ultimatively build on a grammatical derivation: if there is a daughter called
‘Theophanou), there must have been a father with that name. If the daughter
was an Empress, why could not her father have been an Emperor as well?

However, it is fair to notice that Vosmeer actually does not mention an/the
Empress Theophanou. He confines himself to the construed emperor’s name.
Nevertheless, in the way in which Vosmeer rendered his name he proofs to
be a philologist. In his source Vosmeer found the name as ‘Theophanus’, obvi-
ously the Latin form for the Greek ‘Theophanos’ Unfortunately, ‘Theophanos’
was not a current Greek name, and Vosmeer was obviously aware of that fact.
The correct masculin form is ‘Theophanes’ In Byzantine history and litera-
ture, this name occurs quite frequently, and there are numerous examples of
well-known bearers of it, e.g. the historiographer Theophanes of Byzantium
(6th century), the monk and chronicler Theophanes the Confessor (ca. 758—
ca. 817), the monk and hymnographer Theophanes the Branded (775-845),
Theophanes the chief minister of Emperor Romanos Lekapenos (10th cen-
tury), Theophanes Nonnus, a Byzantine physician who authored a medical
compendium dedicated to Emperor Constantine viI Porphyrogenitus (10th
century), etc. Thus, Vosmeer corrected the grammatical form of the name of
the Byzantine Emperor that actually did not exist, into Theophanes.

The name ‘Lutcharis’ likewise seems to be based on a grammatical con-
struction made up by Vosmeer, representing a combination of the Dutch word
lout (‘pure’) and the Greek word ydpis (‘womanly attractiveness, charm’), thus
meaning ‘pure charm’ This philological construction possibly reflects the
real name of Arnout’s wife, Liutgarde or Luijtgaert.3® Lutgardis or Liutgarde,
however, was not the daughter of a Byzantine Emperor, but of Siegfried of
Luxembourg, Count of the Ardennes and Luxembourg (ca. 922—-998), the
founder of the castle of ‘Lucilinburhuc’ (Luxembourg), and his wife Hedwig of

Prinzessin aus der Fremde — des Westreichs grofSe Kaiserin (Cologne: 1991); von Euw A. —
Schreiner P. (eds.), Kaiserin Theophanu. Begegnung des Ostens und Westens um die Wende
des ersten Jahrtausends. Gedenkschrift zum 1000. Todesjahr der Kaiserin (Cologne: 1991),
2 vols.

32 See below, the next section.

33  For Lutgardis see de Boer — Cordfunke, Graven van Holland 23—24.
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Nordgau. Lutgardis was born in 955 and grew up in the castle ‘Lucilinburhuc’.
Her sisters were Cunigunda, Eva, and Ermentruda, her brothers Henry (later
Henry 1 Luxembourg), Siegfried, Dietrich 11 (later bishop of Metz), Adalberon,
and Gislebert. After Arnout’s death, she ruled Holland during the minority of
her son Dirk (993-1005).

Fanciful philology seems, too, to be responsible for the fantastic name of
Lutgardis’s second son, ‘Zyphridus)3* which is obviously intended to suggest
Greek origin. ‘Zyphridus), which is of course not an attested Greek word, is
vaguely redolent of Zephyros’, the Greek name for the west wind. However,
this ‘Zyphridus’ actually covers the standard Germanic ‘Siegfried’ (or Sicco),
the real name of Lutgardis’ and Arnout’s younger son (985-1030). It could be
that Vosmeer was inspired for the construction of this fantasy name by the
captions of the Haarlem panels, too. There, his name was given as ‘Sijvert;35
or, in the edition of 1516/ 1518, as ‘Zyevert,36 which is, however, an equivalent
of ‘Sievert’ or ‘Siegwart, but not of ‘Siegfried’. But that remains speculative.
Anyway, Vosmeer was inclined to come up with fanciful philological con-
structions. Probably he was the one who invented the Greek-sounding names
‘Zyphridus’ and ‘Lutcharis’, and who “corrected” the name of the supposed fa-
ther of Lutcharis, ‘Theophanus’, into ‘Theophanes’; and it was certainly Vosmeer
who transformed the Byzantine emperor into an epic ‘Trojan’ (‘Dardanus’) of
Virgilian dimensions, thus adding to his pedigree by substituting Trojan for
Hellenic blood. This is not so in his source, the Haarlem series of counts’ por-
traits; there, he is properly referred to as ‘the emperor of the Greeks’37

3 From Habsburg Propaganda to Identity Formation of Holland’s
Cities and Families: The Haarlem Panels

There was another way in which Vosmeer and Galle’s pro-Habsburg portrait
series was connected to the Habsburgs’ political agenda: it harked back to the
portrait series of the Counts of Holland that was rediscovered at Haarlem in
1573 in the Carmelite monastery. This series was painted on large wooden pan-
els between 1486 and 1491. Each portrait is accompanied by a caption in Dutch

34  Vosmeer, Principes Hollandiae, p. 12: ‘Didericum prius, hinc Zyphridum sustulit uxor’.

35  Cf. the edition in van Anrooij (ed.), De Haarlemse gravenportretten, “Bijlage” 11, p. 125,
line 73.

36 Cf. ibidem, “Bijlage 111, p. 166, line 73.

37 Cf. ibidem, “Bijlage 11", p. 125, lines 68—69.
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verse by an anonymous poet.3® The series was financed by the Holy Roman
Emperor, Maximilian 1, who probably had a propagandistic aim in mind.
Whatever its particular intent, this portrait series must certainly have been
meant as a tribute to the Habsburgs and a sign of loyalty to Maximilian, to
whom the final portrait of the series was dedicated.3?

That Vosmeer and Galle’s series recapitulates the Haarlem portraits of the
Counts is immediately apparent even from the title page [cf. Fig. 10.2], where
we read that the paintings were recently rediscovered ‘on very old walls’ by the
glass painter Willem Thybaut (ca. 15241597 or 1599)*° when serious damage
was incurred to the Carmelite monastery during the 1573 Siege of Haarlem.
The wording that the paintings were discovered ‘on very old walls’ suggests
that they were mediaeval in origin, from earlier than 1300 at least. This asser-
tion was intended to boost the prestige of the paintings — and thus also of the
reproductions. We also read on the title page that the old paintings were cop-
ied faithfully and that Galle painstakingly transferred Thybaut’s drawings into
engravings.

It is, incidentally, not true that Galle carefully reproduced Thybaut's draw-
ings; it would be fairer to say that he was highly creative and free-spirited with
the material. For instance, the print of Dirk 1 is — aside from the long sword
and the coat of arms — not a faithful likeness at all of the painting of Dirk [Figs.
10.4, 10.6 and 10.7]. In the painting, Count Dirk I is an aged man with a long
white beard [Fig. 10.7]: in Galle’s print, he is a young and beardless man [Fig.
10.4]. Dirk 11 in the painted version has a long dark beard and wears a fantasti-
cal headdress of bright colours [Fig. 10.6]; in Galle’s print, we see no beard but
we do see a knight’s helmet with open vizier [Fig. 10.6]. Similar observations
can be made with respect to almost all of Galle’s engraved portraits: they dif-
fer from their painted precursors in bodily attitude, age, attire, facial expres-
sion and hairstyle. The series was primarily concerned with establishing the
counts’ legitimacy; a legitimacy which depended neither on accuracy of rep-
resentation of individual facial characteristics (most of which were of course
entirely unknown to posterity anyway) nor on faithful copying of the Haarlem
portraits. What was considered vital, however, was that the portraits be ‘true

38  For the series, see van Anrooij (ed.), De Haarlemse gravenportretten; for the dating, see
16-18.

39  FalkenburgR, “Politiek en propaganda omstreeks 1490”, in van Anrooij (ed.), De Haarlemse
gravenportretten 69—72, here 71.

40  Cf Winter ].M. van, “Willem Thybaut en de Hollandse gravenportretten’, Spieghel histori-
ael 6 (1971) 614—623; Ruyven-Zeman Z. van, “Willem Thybaut”, in Luijten G. — Suchtelen A.
van — Baarsen R. et alii (eds.), The Dawn of the Golden Age. Northern Netherlandish Art
1580-1620 (Zwolle: 1993) 493-500 [exhibition catalogue, Rijksmuseum, Amsterdam].
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FIGURE 10.6  Dirk11, the Second Count of Holland. Engraving by Philip Galle,
taken from: Michiel Vosmeer, Principes Hollandiae et Zelandiae,
domini Frisiae (Antwerp, Christopher Plantin: 1578) 5
IMAGE © UTRECHT UNIVERSITY LIBRARY



FROM CHIVALRIC FAMILY TREE TO “NATIONAL” GALLERY 251

i) vl el i bkt il
rile i b&rm\ﬁﬁl

DIEDERICK I DlF.DLRl(‘I\ 1|

FIGURE 10.7  Dirk1 (Diederick 1) and Dirk 11 (Diederick 11), the First and Second Counts
of Holland. Haarlem, Town Hall, Gravenzaal, second painted panel in the
series Counts of Holland (ca. 1486-1491). Oil on panel
IMAGE © NOORD-HOLLANDS ARCHIEF, HAARLEM
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to life’ (ad vivum), but this was a term interpreted freely and in varied ways in
the sixteenth and seventeenth centuries. With respect to Galle’s engravings, ad
vivum did not mean much more than that the portraits resembled real human
beings.

In the Haarlem painting cycle, the anonymous writer reveals the origins of
the Counts of Holland in Dutch poems, placing the historical narrative in the
mouth of a herald (depicted on the first panel) [Fig. 10.8]. The account bears
similarities with Vosmeer’s version, although there are also a number of dis-
crepancies. In the herald’s account, ‘Aquitania brought forth a youngest son, to
whom he (his name was Charles the Bald) gave Holland in perpetuity’.#! The
unnamed Duke of Aquitania lived under the reign of Pepin the Short, King
of the Franks (r. 751—768), founder of the Carolingian dynasty and father of
Charlemagne.*? This Duke of Aquitania, as the account wants to have it, was
himself a scion of the Carolingian family and had the right to use the house’s
crest, the one bearing the lilies (or fleurs-de-lys). However, we are told, Pepin
was determined to monopolise power, so he denied all other branches of the
family the right to use the lily crest. According to the account, the (unnamed)
Duke of Aquitania, complied and immediately substituted the old crest of
Troy, the lion, for the lily emblem:

Van Aquijtanijen die hertoch en dorst hem niet reuen,
Al was hij ghecommen van sconijncx stam.

Hij liet de lelijen ter selver euren

Ende dit wapen van Troijen hij wedernam.*3

The Duke of Aquitania dared not defy this, / Although he descended
from the royal lineage. / He immediately abandoned the lilies / And took
up this crest of Troy again.

It was then, we are told, the youngest son of this Duke of Aquitania, Dirk, who
migrated to Holland and brought the heraldic symbol of Troy with him:

Een leeuw van keel te voeren plaghen [cf. Fig. 10.9A]
Int velt van ghulden, Trojaens gheslacht.

41 Cf the edition in van Anrooij (ed.), De Haarlemse gravenportretten, section “Aquitanié en
de herkomst” 119 and 121.

42  Ibidem ng.

43  Ibidem.



FROM CHIVALRIC FAMILY TREE TO “NATIONAL” GALLERY 253

FIGURE 10.8  Herald narrating the origins of the Counts of Holland. Haarlem Town
hall, Gravenzaal, first painted panel in the series Counts of Holland
(ca.1486-1491). Oil on panel
IMAGE © NOORD-HOLLANDS ARCHIEF, HAARLEM
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FIGURES 10.9A Coat of arms of the FIGURE 10.9B Coat of arms of
Counts of Holland: red Aquitania (from 1259
lion on yellow field onwards): yellow lion

on red field

Dus heeft dese Dijderick, hoort mijn ghewaghen,
Met hem dit wapen in Hollant ghebracht.

A red lion on a field of gold [cf. Fig. 10.9A] / The Trojan race used to bear
as its arms. / So this Dirk, attend to my account, / Took these arms with
him to Holland.

The background to this story is that the Dukes of Aquitania bore a lion in their
coat of arms, as did the renowned Trojans of old [Fig. 10.9B]. It was thus pre-
sumed that the house itself must hail from Troy. In a marked difference from
Vosmeer, the writer of the captions to the Haarlem portraits does not give the
name of the ‘Duke of Aquitania’ The name Dirk he does give to the Duke’s son,
but nevertheless he deliberately refuses to call Dirk Duke of Aquatania. Might
he have feared that historical imagination would come to be seen as historical
fraud?

It is indeed the case that historical and chronological problems — far from
trivial ones — lurk behind this family tree construction. For one thing, in Pepin
the Younger's reign (751-768), the throne of the Duchy of Aquitania was occu-
pied not by a ‘relative’, but by a certain Waifar. This Waifar, who as it happens
had not a drop of Trojan blood (not even suspected) in his veins, was not the
kind of man to accede to the king’s authority as the imaginary relative of Pepin
is said to have done. Quite the contrary: Waifar waged furious warfare against
Pepin the Younger for seven years, costing him his duchy and his life. Another
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problem with the claim is that Pepin the Younger’s regnal dates do not remote-
ly match the year (858) to which the Haarlem portrait series dates the gift of
Holland.*# There is around a hundred years’ difference. Pepin the Younger can
in no way have been a contemporary of Dirk’s father or Dirk himself.

Yet another issue is that in the Carolingian era, there was no duke or any
other ruler of Aquitania who bore a lion in his crest. This heraldic design
reached Aquitania only as late as 1259, when the Treaty of Paris awarded
Henry 111 of England (1207-1272, 1. from 1216 onwards) a subdivision of the old
Duchy of Aquitania (namely the coastal regions of Saintonge and Gascony),
which from then on became known as Guyenne. Moreover, the animal on the
crest of this new Guyenne is the English lion, not the Trojan and not the one of
the counts of Holland [Figs. 10.9A and B].

While the author of the poems accompanying the Haarlem series clearly
claims Aquitanian and Trojan origins for the Counts of Holland, he mostly did
not think this up himself. The stories of the Trojan origins of the Counts had
already cropped up in the fourteenth century.*> The writer of the Haarlem
captions was generally following genealogical constructions which he encoun-
tered in his sources. He was doing so, too, in his claim that Dirk 1 was married
to the daughter of Pepin King of Italy (781-810), son of Charlemagne, a daugh-
ter whom he calls not ‘Gena), but ‘Geva’:

Hij [Dirk 1] had een wijf seer rijk van have,

Geva ghenaemd, en was, soo ick bevroeden can,
Pippijns conijnck van Italijen dochter, daer hij aan wan
Dander Diederijck, een jongen van seden reene.#6

He [Dirk 1] dad a very wealthy wife,

Named Geva, who was — as far as I can see [or: judge]
Daughter of Pepin, King of Italy; from her he took
Dirk 11, a virtuous boy.

Here the phrase ‘soo ick bevroeden can’ — ‘as far as I can see [or: judge] indi-
cates that the author of the Haarlem captions was a bit sceptical about this
genealogical link with the Carolingians he found in the chronicles, and, via

44  Ibidem, 123: ‘tjaer viIic LvIII beghan / Sijn regijment [...]" — ‘His reign began in the year
858 [...]"

45 van Anrooij, “Aquitanié en de herkomst”. Cf. the discussion above.

46 Cf. the edition in van Anrooij, De Haarlemse gravenportretten 123, “Dierderick I, lines

44-47.
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them, about the Counts’ affiliation with the Trojans of old. However, he was
not aware of the fact that Pepin of Italy had no daughter with the name ‘Geva’
(or with a similar name), and, actually, no daughter at all Dirk 1 could have
married.#” In the end, the author of the Haarlem captions transmitted the ge-
nealogical implant without any specific historical criticism.*®

The same is true for the pedigree of Arnout’s consort, who was supposed to
be the daughter of a Byzantine emperor. In the account of the author of the
Haarlem captions the genealogical construction and its origin, i.e., the con-
nection with Theophanou, Holy Roman Empress, become even more evident.
The author plainly says that ‘Luijtgaert’ was not only the daughter of the Greek
Emperor ‘Theophanus’, but also the sister of Theophanou, ‘the famous Holy
Roman Empress’:

Aernout, Diedericx soone, regeerde daer na

En had een vrouwe geheeten Luijtgaert.

Theophanus, de keijser van de Griecken, soo ik versta,
Was haer vader, en die Roomsche keijserinne vermaert
Haer suster.49

Arnout, son of Dirk, reigned thereafter,

And had a consort called Luijtgaert.

Her father was, as far as I see, Theophanus,

And the famous Holy Roman Empress [i.e. Theophanou] was her sister.

Now it also becomes clear that the genealogical construction had two goals: first
to link the Counts of Holland with the Byzantine emperors, second with the
Ottonian dynasty, the family of the Holy Roman Emperors; of course both links
added very much to the splendour of the Counts’ nobility. Interestingly, there

47  Cf. the discussion in the previous section.

48  The author of the Haarlem captions was not aware of the tradition that Dirk 11 was
married with Hildegarde, who is regarded a daughter of Count Arnulf 1 of Flanders. If
Hildegarde was indeed the daughter of Arnulf of Flanders (and not his wife), she could
boast of a descent from Charlemagne. Because the the Carolingians traced their fam-
ily tree back to King Priam of Troy, this would mean that, via Hildegarde, another line
of Trojan blood would be added to the genealogy of the Counts of Holland. De Boer —
Cordfunke, Graven van Holland 23, plainly state that ‘Graaf Arnulf [...] via zijn moeder
stamde hij [...] af van de Karolingen'.

49  Cf the edition in van Anrooij, De Haarlemse gravenportretten 125, “Aernout I, lines 66—70.
The French version of 1516/ 1518 renders ‘Lutgaert’s’ pedigree in this way: ‘Lutgaert [...], /
La fille Teophanus [sic], empereur de Grece, tant renomme, / Et lemperesse de Romme
tant louable fut sa soeur’ (ibidem, “Bijlage IIT", p. 167, lines 71-72).
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were indeed close connections between Emperor Otto 11, and Theophanou,
and the counts: Arnout was among the cortege of twelf noblemen chosen to
accompany the couple to Rome in 980, for their coronation as Holy Roman
Emperor and Empress [Fig. 10.10]; in the same year Otto 11 honoured Arnout
through attending his wedding with Lutgardis, and especially through acting as
his best man.5° The close ties between the Counts of Holland and the Ottonian
dynasty of the Holy Roman Empire remained alive even after Arnout’s sud-
den death in 993: his widow Lutgardis (d. After 1005) received military and

political support first by Emperor Otto 111 and Theophanou (983-1002), and
thereafter by Otto 111's son Henry 11 (973—1024,), who became Lutgardis’ broth-
er-in-law via her sister Cunigunde of Luxembourg (ca. 975-1040). Henry mar-
ried Cunigunde in 1002 when he was coronated Roman King of the Germans
(Rex Germanorum) and his consort ‘Queen of the Germans’ As Theophanou,
Cunigunde of Luxembourg became regent of the Holy Roman Empire, after
her husband’s death in 1024.

FIGURE 10.10

The coronation of Otto 11 and Theophanu
as Holy Roman Emperor and Empress (982).
Ivory panel, 18.5 x 10.6 cm. Musée de Cluny,
Paris

IMAGE © MUSEE DE CLUNY, PARIS

50  Cf. de Boer — Cordfunke, Graven van Holland 23.
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Here again, the author of the Haarlem captions displays a kind of cautious
attitude (it appears from the words ‘soo ick versta’ — ‘as far as I see),?! but nev-
ertheless transmits the fantastical genealogical construction he had found
in the chronicles. Evidently, he was himself not quite convinced, but on the
other hand, he had apparently not the historical knowledge which would have
been necessary to reject the claim. He was not aware of the fact that in real-
ity there had never existed a Byzantine emperor with the name ‘Theophanus)
that the real father of Theophanou was not emperor ‘Theophanus’ or another
Greek emperor, but general Konstantinos Skleros, brother-in-law of Emperor
Johannes Tzimiskes 1 (Skleros’ sister Maria had been the first wife of Johannes
Tzimiskes), and that Arnulf’s wife was not the sister of Theophanou, but the
daughter of count Siegfried of Luxembourg, and sister of Cunigunde.

Although the Haarlem panels painted around 1490 were probably intended
as a piece of pro-Habsburg propaganda, it must be borne in mind that their
propagandistic effect remained limited to those who visited the Haarlem
Carmelite monastery and saw them there. As the sixteenth century progressed,
however, more potent media became available to carry these propagandistic
aims out into society: primarily, printed images such as woodcuts, engravings
and etchings. Printed imagery obviously had a much amplified propaganda ef-
fect compared with paintings. Prints could be disseminated in large print runs,
reaching a much wider public. Printed portraits could end up anywhere in the
Low Countries and even beyond. The 1578 engravings made by Philip Galle were
published by the renowned printer and bookseller Christopher Plantin, who
had a network spanning Europe. Plantin ensured that the Counts of Holland
were disseminated as best they could be. Galle’s series was a huge success: his
Counts of Holland were reprinted several times during the Dutch Revolt (with
various authors’ texts), in 1583, 1584 (the year of William the Silent’s assassina-
tion) and 1586,52 both in the Northern and the Southern Netherlands.53

The usefulness of publicly displaying portraits was something also grasped
in sixteenth-century Haarlem: it was no coincidence that in the same year
in which the Haarlem artist Galle engraved the portraits, the painted ones
were transferred to a key public space: they were moved from the Carmelite

51 Ibidem12s.

52 The prints were used as illustrations for the book Galle Philip, Les vies et alliances des
comtes de Hollande et Zélande, signeurs de Frise, published at Antwerp by Christopher
Plantin (1583 and 1586); and in 1584, to illustrate Hadrianus Barlandus’s Latin prose series
on the Counts of Holland, Hollandiae Comitum historia et icones [ ...] (Christopher Plantin,
Leiden: 1584).

53  The work was originally published under the title Barlandus Hadrianus, De Hollandiae
principibus (Antwerp, Johannes Theobaldus: 1519). Cf. Haitsma Mulier E.O.G. —Lem G.A.C.
van der (eds.), Repertorium van geschiedschrijvers in Nederland (The Hague: 1990) 21.
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FIGURE 10.11  Haarlem Town Hall
IMAGE © NOORD-HOLLANDS ARCHIEF, HAARLEM

FIGURE 10.12 The Gravenzaal in the town hall of Haarlem
IMAGE © NOORD-HOLLANDS ARCHIEF, HAARLEM

monastery to the great reception hall of Haarlem Town hall [Fig. 10.11], which
thereupon acquired the name Gravenzaal (Hall of Counts) [Fig. 10.12].54 There,
they served a different purpose than they had in the cloister: one more focused

54  Cf. Bueren T. van, “Van karmelietenklooster naar stadhuis”, in Anrooij W. van (ed.), De
Haarlemse gravenportretten. Hollandse geschiedenis in woord en beeld (Hilversum: 1997)
7377
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upon Haarlem city council’s political agenda. The city fathers were probably
wanting to use the portraits of the counts to remind visitors of the city’s privi-
leges, which had been honoured by the Counts of Holland up to and including
Emperor Charles v.55 It is fairly certain, though, that there were more inten-
tions besides: by putting the portraits on display, the city was seeking to boost
its prestige as one of Holland’s leading cities. Actually, Dordrecht had the hon-
our of being Holland’s oldest and most prestigious city, because it was said to
have been founded by Count Dirk 1, who had his residence there on the dike.
Haarlem had been founded later (by Count William 11) and held only second
place chronologically. By publicly exhibiting a portrait gallery of the Counts of
Holland in its ‘city fortress, Haarlem was now giving itself out to be the hub of
power in Holland and was profiling itself — at least in an ideal sense — as the
counts’ true home city.56

Other cities envied Haarlem’s portraits of the counts. It is, then, no surprise
that the painter who had discovered the portraits of the Counts of Holland and
first copied them, Willem Thybaut,>? was commissioned by other cities in the
Province of Holland. In 1587-1588, he was working on stained-glass windows
in grisaille with of the Counts of Holland for the militia hall (Schuttersdoelen)
at Leiden [Fig. 10.13], of which twelve windows with the portraits of Counts
survive (in Museum De Lakenhal at Leiden)>® [Figs. 10.14 and 10.15], and fur-
thermore 35 templates (cartoons) which are preserved now in the Municipal
Archive at Leiden.?® Interestingly, Thybaut depicted several of the Counts as
fancifully oriental, i.e. Trojan, princes with a turban adorned with a bunch of
feathers, e.g. Count William 1 [Fig. 10.15]. Of course, this was an important ideo-
logical statement that the Counts of Holland had been chosen as historical fig-
ures to adorn the Schuttersdoelen: they were supposed to serve as examples of
virtue for the members of the militia of Leiden and, thus, for the defenders of
the Dutch Revolt. For the same reasons, between 1580 and approximately 1650,
public spaces in the cities of Holland were festooned with series of portraits of
the Counts of Holland. Unfortunately, quite a number of them have been lost.

55  Ibidem 73.

56  Volmert, Grenzzeichen und Erinnerungsrdume 75. Incidentally, the conclusions that
Volmert draws from the publication of the series by Vosmeer and Galle are wrong; see
footnote 8.

57  Cf. van Winter, “Willem Thybaut en de Hollandse gravenportretten”

58  Museum De Lakenhal, inv. nos. 349—360.

59  Cf. Vogelaar C., “De gravenramen door Willem Thybaut’, Lakenhal nieuws 1,9 (1996);
Pelinck E., “De gravenramen van Willem Thybout en andere merkwaardigheden van
de Leidse Doelens”, Jaarboekje voor geschiedenis en oudheidkunde van Leiden en oms-
treken 43 (1951) 85—91; Ruyven-Zeman Z. van, “Willem Thybaut” 493-500; de Jong,
“Gravenportretten” 209, no. 13.
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TERS~DOELEN, te Leydan.

FIGURE 10.13  The militia hall (Schuttersdoelen) at Leiden.
Engraving by Abraham Delfos, taken from: Frans van
Mieris, Beschrijving der stad Leijden, 2 vols. (Leiden:
1770), vol. 11, 408. The building was demolished in 1821
IMAGE © PRENTVERZAMELING GEMEENTELIJKE
ARCHIEFDIENST LEIDEN

From 1578 onwards, series of portraits of the Counts also started finding their
way into the castles of the Dutch nobility. For example, in 1585 Johan 11 van
Duivenvoorde (1547-1610), Lord of Warmont, who in 1576 was appointed
Admiral of the Lakes of Leiden and Haarlem and who was regarded as one
of the most important military leaders of the Dutch Revolt,5° commissioned
Willem Thybaut to produce a series of paintings of the Counts of Holland for his
castle of Warmont (nowadays Huis te Warmond) [Figs. 10.16 and 10.17]. There is
no doubt that Johan 11 van Duivenvoorde did so to raise his prestige as a noble-
man. He saw the Counts of Holland as his forefathers and as the guarantee of
his family’s high standing. If this was true of the van Duivenvoordes, it was no
less true of other noble houses. In some cases, such as that of the Brederodes,
there was additionally a claim to a direct genealogical link,%! but in others,
the issue was historical identity formation and prestige in a broader sense.

60  Cf.Steur A.G. van der, “Johan van Duvenvoirde en Woude (1547-1610), heer van Warmond,
admiral van Holland", Hollandse studién 8 (1975) 179—273.

61  Cf also Beelaerts van Blokland W.A., “Stamreeksen in beeld. De graven van Holland en de
heeren van Brederode door Jacob Cornelisz. van Oostzanen en Cornelis Anthonisz.”, De
Nederlandse leeuw 51 (1933) 202—207.
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FIGURE 10.14  Willem Thybaut, Dirk VI, Count of Holland (1587).
Stained-glass window made for the Schuttersdoelen
of Leiden, 141 x 66 cm
IMAGE © MUSEUM DE LAKENHAL, LEIDEN
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FIGURE 10.15  Willem Thybaut, William I, Count of Holland (1587). Stained-glass window
made for the Schuttersdoelen of Leiden, 141 x 66 cm
IMAGE © MUSEUM DE LAKENHAL, LEIDEN
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FIGURE 10.16 Roeland Roghman, The Castle of Warmond (ca. 1650). Drawing
31.2 x 47.6 cm. See also Fig. 12.5
IMAGE © RIJKSMUSEUM, AMSTERDAM

FIGURE 10.17

Johan 11 van Duivenvoorde
(1547-1610), Lord of Warmond,
at the age of thirty-two (1579).
Engraving by Hendrik Goltzius
IMAGE © RIJKSMUSEUM
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4 The First Printed Series of Portraits

The value and impact of printed series of portraits gradually became appar-
ent across Europe during the sixteenth century.5? As the century wore on,
and particularly in its latter half, the number of printed portrait series bur-
geoned. Some of the most highly influential of all were Heinrich Pantaleon’s
(1522—1595) series Prosopographia heroum atque illustrium virorum totius
Germaniae (1565-1566)%3 and, in German, Teutscher Nation Heldenbuch (1567—
1570; 1578),64 comprising in total 1700 portraits; the series of portraits of the

62 Cf. Pelc M, Hlustrium imagines. Das Portritbuch in der Renaissance (Leiden — Boston:
2002).

63  Pantaleon Heinrich, Prosopographia heroum atque illustrium virorum totius Germaniae,
opus plane novum [ ...], ex omnium fere gentium chronicis, annalibus et historiis magna di-
ligentia excerptum et vivis heroum imaginibus [ ...] illustratum, ac nunc primum ob patriae
decorem in lucem editum, ita quod instar continuae historiae Germanorum esse queat |...]
(Basel, Nicolaus Brylinger: 1565).

64  Pantaleon Heinrich, Teutscher Nation Heldenbuch: Inn diesem werden aller Hochuerriimp-
ten Teutschen Personen, Geistlicher vnd Weltlicher, hohen vnnd nideren staths, Leben vind
nammbhafftige thaten gantz warhaftig beschriben, welliche durch jhre tugendt, grosse autho-
ritet, starcke waffen, frommkeit, weifheit, vad gute kiinst [ ...] jr vatterland Teutsche nation
hochlich bezieret, vnd grofs gemachet; mit sampt aller alten vnd neuwen Fiirsten Teutscher
nation Genealogey, Geburtstafflen vnd harkommen (Basel, Nicolaus Brylinger: 1567; ibi-
dem: 1570); idem, Der ander Theil Teutscher Nation Heldenbuch: Inn diesem werden aller
hochberiimpten Teutschen Personen, Geistlicher und Weltlicher, hohen unnd nideren staths,
Leben unnd namhaffte Thaten gantz warhafftiq beschrieben |[...] von dem Grossen Caro-
lo [...] har, in die siebenhundert jar, biss auff Keyser Maximilian den ersten [...] / Erstlich
durch den Hochgelerten Herren Heinrich Pantaleon fast auss aller voelckeren Historien |...]

Sfleissig in Latein zusammen gezogen, unnd mit sampt aller beschribener personen biildt-
nussen [...] kiinstlich fiirgestellet. Jetzmalen aber von dem |...] Authore selbs verteutschet,
reichlich gemehret, und gebesseret |...] (Basel, Nicolaus Brylingers Erben: 1568); idem, Der
dritte und letste Theil Teutscher Nation Heldenbuch: In diesem werden aller hochberiimp-
ten Teutschen Personen, Geistlicher und Weltlicher, hohen und nideren staths, Leben und
nammhaffte Thaten gantz waarhafftig beschrieben |...] under den vier letsten Keyseren
Maximilian I Carolo V. Ferdinando, und Maximilian II. von dem 1500 biss auff das lauffende
1570 jar [...] / Erstlich durch den Hochgelehrten Herren Heinrich Pantaleon, zum theil auss
vieler voelckeren Historien |...] in Latein zusamen gebracht, und mit sampt vieler personen
bildnussen fiirgestellet. Jetzmalen aber von dem Authore selbs verteutschet, reichlich gemeh-
ret, geenderet, und gebesseret | ...] (Basel, Nicolaus Brylingers Erben: 1568); idem, Teutscher
Nation warhafften Helden, Erstlich durch den Hochgelehrten Herren Heinrich Pantaleon,
fastauf$ vieler vilckern Historien, Chronecken, und geschichtrodlen, mit grosser arbeit fleis-
sig zu Latein zusammen gezogen, und mit sampt aller beschriebener personen bildnussen
(so viel moglich) kiinstlich fiirgestellet. Jetzmalen aber von dem ersten Authore selbs ver-
teutschet, reichlich gemehret, und gebesseret, auch zu lob Teutscher Nation inn Truck ver-
fertiget. Also das der gemeine mann alle Teutschen Historien, von anfang der welt bif$ zu
gemeldeter zeit, inn fiirgestelleten Personen leichtlich vermercken. Allen Fiirstlichen, Hohen
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master painters of the Low Countries by Domenicus Lampsonius (Dominique
Lampsone, 1532-1599) and Hieronymus Cock (1518-1570), Pictorum aliquot
celebrium Germaniae inferioris effigies (Antwerp: 1572),% enlarged by Philip
Galle (1600), and reissued by Theodor Galle (1615, with the title Illustrium quos
Belgium habuit pictorum effigies), and Hendrik Hondius’s (1573-1650) work on
the same topic, Pictorum aliquot celebrium, praecipue Germaniae Inferioris effi-
gtes (1610);%6 Philip Galle’s series of important humanist scholars, the Virorum
doctorum de disciplinis benemerentium effigies (1572),7 and the illustrated edi-
tions of Paolo Giovio’s biographical series of great kings and military leaders
(1575), and of great humanists (1577), accompanied by the woodcuts of Tobias
Stimmer (1539-1584), which were published by the Italian printer Petrus Perna
(1522-1582),%8 a Domincan converted to protestantism who had his printing
press in Basel, and Jean-Jacques Boissard’s series of humanist scholars from the
14th to the 16th century, Icones virorum illustrium doctrina et eruditione praes-
tantium (1597-1599).6° With his Prosopographia heroum atque illustrium viro-
rum totius Germaniae and Teutscher Nation Heldenbuch, Heinrich Pantaleon
delivered the public an awe-inspiring national honour gallery of German
heroes. Domenicus Lampsonius, Hieronymus Cock and Philip Galle showed
the public that the Low Countries had produced a great succession of bril-
liant painters; Giovio and his publisher Petrus Perna took for their gallery of

RittermefSigen, und Adelspersonen Teutscher nation gantz lustig, kurtzweilig, und nutzlich
von iren altvorderen undvorfaren zulesen (Basel, Oststein: 1578). For this work cf. especially
Buscher H., Heinrich Pantaleon und sein Heldenbuch (Diss. Basel 1946) Basler Beitrdge zur
Geschichtswissenschaft, vol. 26, and Rave P.O., “Paolo Giovio und die Bildnisvitenbiicher
des Humanismus”, Jahrbiicher der Berliner Museen 1 (1959) (119-154) 147-148.

65  Published and printed by the same Hieronymus Cock. For Lampsonius and his gallery of
portraits cf. Denhaene G., Lambert Lombard: Renaissance et humanisme a Liége (Antwerp:
1990); Puraye J., Dominique Lampson humaniste, 1532-1599 (Liége: 1950); Galley N., De ['ori-
ginal a lexcentrique: [émergence de l'individualité artistique au nord des Alpes, chapter 2,
“La genése d'une histoire de lartiste nordique” (Fribourg: 2005) 99-155. For Hieronymus
Cock cf. van Grieken J. - Luijten G. — van der Stock J., Hieronymus Cock — De renaissance in
prent, exh. cat. Leuven — Paris — Brussels: 2013).

66  Printed at The Hague.

67  Antwerp, Philip Galle: 1572. Cf. also Philip Galle’s Imagines L doctorum virorum qui bene de
studiis literarum meruere (Antwerp, Philip Galle and Franciscus Raphelengius: 1587).

68 For Perna, cf. Rotondo A., Pietro Perna e la vita culturale e religiosa di Basilea fra il 1570 e il
1580, Studi e ricerche di storia ereticale italiana del Cinquecento. (Turin: 1974); Welti M.E.,
Kleine Geschichte der italienischen Reformation (Giitersloh: 1985) 25-135 (= Schriften des
Vereins fiir Reformationsgeschichte, vol. 193); Perini L., La vita e i tempi di Pietro Perna
(Rome: 2002), with a numbered catalogue of the 430 editions printed by Perna, 1549-1582.

69 Giovio Paolo, Elogia virorum bellica virtute illustrium (Basel, Petrus Perna: 1575); idem,
Elogia virorum literis illustrium (Basel, Petrus Perna: 1575). Cf. Rave, “Paolo Giovio und die
Bildnisvitenbiicher” (119-154) 150-153.
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FIGURE 10.18 Jacob Cornelisz. van Oostsanen, The counts of Holland, from left to
right: Count Aernout 1, Dirk 111, Dirk 1v, and Floris 1
IMAGE © RIJKSMUSEUM, AMSTERDAM

honour on the one hand the humanists who had left all previously-published
works far behind them, on the other hand the famous kings and military lead-
ers. Itis notable that the series of the Counts of Holland was one of the earliest-
printed illustrated biographical series. As far back as 1518, Amsterdam printer
Doen Pieterz. had come out with a series of the Counts of Holland coupled
with a French translation of the Dutch poems found on the Haarlem panels.”®
The woodcuts were by Jakob Cornelisz. van Oostzanen [Figs. 10.18 and 10.19].*
Doen Pieterz.s publication of the portraits of the counts appears to have been a

70  Cf. van Anrooij, De Haarlemse gravenportretten 159. The text of the French translations
was published by van Anrooij, ibidem, 161-197.

71 For the wood carvings, see Beelaerts van Blokland W.A., “Stamreeksen in beeld. De
graven van Holland en de heeren van Brederode door Jacob Cornelisz. van Oostzanen
en Cornelis Anthonisz.", De Nederlandse leeuw 51 (1933) 202—207; Nijhoff W,, “De graven
van Holland, houtsneden van Jacob Cornelisz, met Franse tekst. Amsterdam, Doen
Pieterszoon, 1518", Het boek 25 (1938-1939) 51-52; Ward ].P.,, “Hadrianus Barlandus and a
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FIGURE 10.19  Jacob Cornelisz. van Oostsanen, The counts of Holland, from left
to right: Maria of Burgundy, Maximilian 1, Philip the Handsome,
and Charles v
IMAGE © RIJKSMUSEUM, AMSTERDAM

success: shortly thereafter, he reissued the series, this time with the Latin texts
of the humanist historian Hadrianus Barlandus, whose Principes Hollandiae
had just appeared in print in Antwerp.”2

Catalogue of the Counts and Countesses of Holland Published at Amsterdam by Doen
Pietersz”, Humanistica Lovaniensia 55 (2006) 71-110.

72 Barlandus Hadrianus, De Hollandiae principibus (Antwerp, Johannes Theobaldus: July
1519), followed very quickly by a second edition in idem, Libelli tres |[...] uno principum
Hollandiae, altero episcoporum insignis ecclesiae Traiectensis, tercio res gestae conti-
nentur invictissimi principis Caroli Burgundiae ducis [...] (Antwerp, Michael Hillenius:
January 1520). For Doen Pieterz’s publication with the title Catalogus comitum Hollandiae
(Amsterdam: 1519/ 1520), see Ward, “Hadrianus Barlandus” Doen Pieterz’s publication is
apparently not mentioned in Haitsma Mulier — van der Lem (eds.), Repertorium. Ward,
“Hadrianus Barlandus”, especially 75, has identified the author of the texts accompanying
Doen Pieterz’s publication as Hadrianus Barlandus.
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5 The Counts of Holland in the Attire of the Roman Emperors,
or National Historiography in Humanist Style: Hadrianus
Barlandus (1519)

Another series of the Counts of Holland which likewise was made from a
Habsburg perspective was that of the humanist Hadrianus Barlandus (1486
1538), born in Baarland on the Zeeland island of Zuid-Beveland, who was a
disciple and friend of Erasmus.”® Barlandus had studied at the University of
Louvain and took holy orders in 1515. In 1518, he was appointed a professor at
the Collegium Trilingue, which had just been founded at Erasmus’s initiative.
This new humanist institute of education aimed to teach Latin, Ancient Greek
and Biblical Hebrew in the most accomplished manner. Barlandus already had
a good number of philological publications to his name by this time, including
commentaries on classical authors such as Pliny the Younger, paraphrases of
the exempla of Valerius Maximus, and a work on the scholarly achievements
of some Roman Caesars.” In early 1519, however, he resolved to devote himself
solely to the writing of history. His first historiographical work was Principes
Hollandiae (Counts of Holland). The first edition appeared at Antwerp in 1519,
rapidly followed by a second (early 1520);75 neither was illustrated. Later edi-
tions were, however, accompanied by portraits of the Counts: the first illus-
trated edition came out in 1520 (1519?), with woodcuts of Jakob Cornelisz. van
Oostzanen, by Amsterdam printer Doen Pieterz.”® Later, Barlandus’s Principes
Hollandiae was published with Philip Galle’s engravings by Christopher Plantin
(1584),”” with Jost Amman’s woodcuts by Johannes Wechel (for Sigmund

73 For Barlandus, see Daxhelet E., Adrien Barlandus, humaniste belge, 1486-1538. Sa vie,
son oeuvre, sa personnalité, Humanistica Lovaniensia 6 (Leuven: 1938); Bietenholz P.G.
et alii (eds.), Contemporaries of Erasmus. A biographical register of the Renaissance and
Reformation, 3 vols. (Toronto: 1985-1987) 95-96.

74  Barlandus Hadrianus, De literatis urbis Romae principibus opusculum (Louvain, [n.p.]:
1515); also in idem, Historica (Cologne, Bernardus Gualtherus: 1603) 1-13. Cf. Haitsma
Mulier — van der Lem (eds.), Repertorium 21, no. 27 a.

75  Barlandus Hadrianus, De Hollandiae principibus (Antwerp, Johannes Theobaldus: July
1519); idem, Libelli tres [ ...] uno principum Hollandiae, altero episcoporum insignis ecclesiae
Traiectensis, tercio res gestae continentur invictissimi principis Caroli Burgundiae ducis [...]
(Antwerp, Michael Hillenius: January 1520). For both publications cf. Haitsma Mulier —
van der Lem (eds.), Repertorium 21, no. 27 b. Cf. also: http://www.dutchrevolt.leiden.edu/
dutch/geschiedschrijvers/Pages/Barlandus.aspx.

76 For this series, see Ward, “Hadrianus Barlandus”.

77  Barlandus Hadrianus, Hollandiae Comitum historia et icones. Cum selectis scholis ad lecto-
ris usum |[...] (Christopher Plantin, Leiden: 1584).


http://www.dutchrevolt.leiden.edu/dutch/geschiedschrijvers/Pages/Barlandus.aspx
http://www.dutchrevolt.leiden.edu/dutch/geschiedschrijvers/Pages/Barlandus.aspx
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Feyerabend) in 1585,7 with new woodcuts made by an unknown artist by
Petrus Scriverius in 1609 (repeated in 1611), and, by the same Scriverius, with
the engravings made by Cornelis Visscher in 1650.7°

Barlandus’s new Principes Hollandiae was introduced by an epigram on
the title page. In it, the poet, his fellow humanist Hadrianus Cordatus, identi-
fies Barlandus with the Roman historian Suetonius, the celebrated author of
twelve biographies of Roman Caesars (De vita Caesarum, covering the emper-
ors from Augustus to Domitian):

Romanos proceres scriptor Tranquillus adumbrans
Magna immortales reddidit arte viros.

Non secus Hollandos Comites Barlandus ab umbris
Evocat ad lucem candidore via.

Tranquillo Italia et Barlando Hollandia debet:
Hic Batavos, Latios colligit ille duces.

Suetonius Tranquillus immortalised the outstanding men of Rome /
through his artfully drawn portraits. / Similarly, Barland now brings to life
the Counts of Holland, summoning them / from the underworld to the
bright light in a remarkably splendid way. / Italy is obliged to Suetonius
Tranquillus, Holland to Barland: / because the latter has collected a series
of Batavian rulers, as the former did of the rulers of Latium.

Just as Suetonius immortalised the Roman emperors in his biographies, so
Barlandus intended to give the Counts of Holland an immortal memory
through his work. It is important to note that Suetonius’s Lives of the Caesars
was a highly influential work in the Early Modern era, particularly in the vi-
sual arts. Plenty of series of portraits of the Caesars were made in the period,
in paintings and sculptures, woodcuts and engravings, both in Italy and in
transalpine lands. Their portraits were erected or hung in the residences and
palazzi of noblemen and cardinals. It was no coincidence that most of these
series consisted of exactly twelve Caesars: the same twelve whose biographies
Suetonius had written. The fact that the Counts of Holland are equated with
the Roman Caesars on the title page of Barlandus’s work signified, of course, a
huge boost to the cachet of the local rulers of this province.

78  Barlandus Hadrianus, Hollandiae Comitum historia et icones [...] (Frankfurt am Main,
Johannes Wechel for Sigmund Feyerabend: 1585).
79  For Scriverius’ editions, see below.
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Barlandus profiles himself in the letter of dedication of his book as a very
serious historian. As he puts it, he has taken great pains to bring this work to
fruition: in particular, he claims to have carried out an exhaustive survey of the
sources, and that, for his research, he visited ‘many different libraries’ This is
a remarkable statement because this was not customary practice among Early
Modern historiographers. What Barlandus reports about his acute study of the
sources might also indicate an attempt to lend credibility to his identification
with Suetonius, because Suetonius was well-known for having been an invet-
erate archivist with an enormous wealth of documentation at his disposal.
However, as a matter of fact, Barlandus lagged far behind his Roman precursor:
Suetonius had eagerly researched the imperial archive and the entire private
correspondence of the Julio-Claudian emperors, whereas Barlandus had at
most looked into a few chronicles. This is reflected in the respective quantities
of information: while Suetonius’s biographies of the Caesars average 25 pages
in length, Barlandus’s biography of each count runs to just a single page, and in
some cases merely a few lines.

This could be seen as a serious shortcoming, but that is only one way of
looking at the matter. The main reason for the author’s brevity is his particular
purpose. Barlandus sought to make his Counts of Holland primarily an easily
accessible compendium, setting out the historically-reliable facts in modern,
humanist Latin. This is why each count has only a short chapter about him. In
a sense, the function of the individual chapters in fact resembles those of the
captions for the Haarlem paintings of the Counts of Holland: the information
on each count was required to be succinct, pithy and taken in at a glance. This
historiographical aim determined Barlandus’s methodology: what he dug up
in the rambling sentences of prolix chronicles, he produced as short, carefully-
worded and highly-polished humanist Latin, in a style meeting the demanding
requirements of classical Roman historiography. Besides producing good style,
a serious historian was also required to maintain a critical aloofness as regards
his content. These were, after all, details handed down to the present day from
the past; a serious historian must not give a new lease of life to any old fan-
cies. In the sources which Barlandus consulted, the Dutch chronicles, there
was no shortage of such nonsense, in his view: scarcely creditable tales, fables
and long-winded descriptions containing details that could not square or that
were irrelevant to history. In Barlandus’s view, the writing of serious, worthy
history was a matter of reducing, summarising and sifting sources so as to re-
tain a trustworthy essence of historical truth. Only by means of this method
could the aim be attained of integrating the Counts of Holland into the canon
of classical Latin literature.
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With his Principes Hollandiae, Barlandus presented a kind of national his-
toriography in a fresh, humanist style. The Counts now emerged in new, clas-
sical garb: that of Roman rulers and Caesars. This is apparent even in the title
of the work: dispensing with the Latin noun customarily used for the rank of
count in his day, comes, Barlandus uses the classical noun princeps, which in
Roman antiquity was used for none less than the emperor himself. The word-
ing Barlandus applies in his Principes Hollandiae often smacks of the Roman
historians of the Silver Latin period, such as Valerius Maximus and Suetonius.
For his description of Godfrey the Hunchback, for example, he refers to a detail
of the description of the body of Galba Suetonius had inserted in his Lives of
the Caesars (‘a bulge of flesh had grown out of his body’).8° This kind of presen-
tation gives Godfrey something of the air of a Roman Caesar, or even identifies
him with Emperor Galba, who, like Godfrey, enjoyed only an extremely brief
reign of less than a year.8!

Barlandus’s new-fangled writing of national history was also motivated by
the main target audience he had in mind: the élite of the Province of Holland,
particularly young patricians and noblemen. With this in mind, he dedicated
his book to three young noblemen of Holland who had studied at Louvain:
Joris and Philip of Egmond and Maximilian of IJsselstijn. One of Barlandus’s
aims with the work was pedagogical: by restricting his scope to facts and feats,
and by editing out any morally-questionable conduct by his subjects, he ex-
pected that his historical work would contribute to the moral education of
élite youth such as Joris and Philip of Egmond. The fact that the solid value of
classical Roman historiography radiated from every page was meant to have a
positive effect on the young men’s identity formation. They could draw upon
it to develop a sense of national (or regional) pride, since they were enabled
now to partake in a national history of eternal value, just as classical Roman
history had.

Besides addressing three young noblemen, Barlandus also dedicated his
Principes Hollandiae to the reigning Count of Holland, Prince Charles of
Habsburg, later Emperor Charles v [Fig. 10.20]. Rather than having a chapter
about him in the book like his predecessor counts, Charles is given a dedicatory
letter, in which Barlandus expresses the high hopes which society had for young
Charles. Doubtless, he writes, Charles will exceed his exemplary forefathers

80 Suetonius, De vita Caesarum, “Galba” 21: ‘excreverat etiam in dexteriore latere eius caro
[...]’; Barlandus, Principes Hollandiae, ch. on “Godefridus™: “[...] gibbosus dictus, quod
grandis ei pectore gibbus excreverat”.

81  Galba was Emperor only from June 8, AD 68 to January 15, AD 69; Godfrey the Hunchback
had expelled Count Dirk v in 1075 and was murdered as shortly thereafter as February 27,
1076.
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FIGURE 10.20

Bernard of Orley, Portrait of Prince Charles.
Oil on panel, 37 x 27 cm

IMAGE © BOURG-EN-PRESSE, MUSEE DE
BROU

in virtue: Philip the Good (1428/33-1467) in piety (pietate), Charles the Bold
(1467-1477), after whom he was named, in martial valour (bellica virtute); great
Maximilian of Habsburg in mercy and clemency (clementia); and, finally, his
own father, Philip the Handsome (1482—-1506) in courtesy and suaveness (comi-
tate facilitateque). This letter — in combination with the preceding chapters on
the Burgundian and Habsburg Counts of Holland — was intended to function
as a mirror of princes: Barlandus is holding up to Charles the ideal qualities of
a prince and the high expectations there are for his coming reign, and at the
same time is assuring him that he will be able to live up to those expectations,
since he has it within him, as it were, due to having inherited the fine qualities
of his illustrious forebears.

Charles’s great importance is also seen in the genesis of the Principes
Hollandiae. Barlandus started to compose the work shortly after the death of
Emperor Maximilian (January 1519).82 The position of Holy Roman Emperor
was now vacant, and the Louvain circles to which Barlandus belonged had
fixed their hopes upon the election of Prince Charles. In this regard, the propa-
gandistic function of the Principes Hollandiae hoves into view: the work con-
tained the portrait gallery of the Habsburg Counts of Holland, and by being
disseminated, it would boost Prince Charles’s esteem. Charles’s candidature
for the imperial crown proved to be successful. Barlandus had completed his

82  Asseen from Chapter 32 of the Principes Hollandiae, Barlandus expresses the hope that it
might prove possible to secure a peaceful succession to Maximilian.
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Principes Hollandiae just before Charles was elected Holy Roman Emperor, on
28 June 1519: when the work appeared in print a few days later, Charles had
already been proclaimed Emperor.

Barlandus’s historiographical method had several repercussions for the
early historical record of the Counts of Holland. For one thing, Barlandus en-
tirely dispensed with the genealogical link to the Dukes of Aquitania. He no
longer calls Dirk 1 ‘Theodoricus of Aquitania’ or ‘the youngest son of the Duke
of Aquitania’; nor, for him, does Aquitania’s coat of arms have any connec-
tion with that of the Counts of Holland. Since Barlandus certainly will have
encountered the genealogical connection with the House of Aquitania in his
sources, we can be sure that this omission was due to his historical criticism.
Barlandus regarded Dirk I's romantic origin story as a fairy tale, as also the as-
sertion that he was of Trojan blood. Only for the sake of form does Barlandus
mention Trojan blood at all, and he does so in such a manner as to distance
himself from the claim: it is simply something ‘as annals relate’83 Moreover,
Barlandus remains silent about the other infusions of Trojan blood into the
counts’ lineage, those supposedly derived from Dirk’s wife ‘Geva’ (or ‘Gena’ or
‘Gunna’), and from Arnout’s wife, Lutgardis, who was regarded as daughter of
a Byzantine emperor. Barlandus removed the fantastical Geva, the supposed
daughter of Pepin 1, and the supposed Byzantine (or even Trojan by origin, as
Vosmeer would have it) Lutgardis from history. Evidently, he regarded them as
belonging to the realm of fable. Besides, he would never have been minded to
put down the Byzantine emperor as a ‘Trojan’; his attitude was to put paid to
all the fake Trojans. Barlandus was keen to present his counts as worthy figures,
who while externally resembling knights, displayed a moral attitude very much
like the one of the heroes of ancient Roman history.

6 The Counts as Figureheads of the Revolt: Plantin’s Edition of
Barlandus’s Biographical Series (1584)

In 1583, the renowned Antwerp printer Christopher Plantin, who had brought
out many books in the service of Philip 11 of Spain (including, as recently as 1578,
Vosmeer’s Principes Hollandiae), moved his business to Leiden. The States of
Holland had recently awarded him the tender as printer for the newly-founded
(1575) University of Leiden. Remarkably, the first work Plantin published in
Latin was none other than the series of Counts of Holland, Hollandiae comitum
historia et icones. Plantin dedicated this work to the new political authority,

83 Ibidem, fol. Aiii r: ‘[...] Theoderico cuidam, Troiani sanguinis viro, ut annales tradunt..
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the States of Holland.84 This was a conscious choice, a political statement on
his part. Even on the title page [Fig. 10.21], Plantin makes great play of his ties
with the rebel province: within the secure garden of Holland sits Hollandia
personified. She is not, as she is in Vosmeer’s 1578 series, holding a palm frond
of victory in her hand [cf. Fig. 10.2]. Instead, she bears four arms in her hands,
in a highly revealing combination: the shields are of William the Silent, leader
of the rebel faction; of the Province of Holland (the lion); of the City of Leiden
(the keys); and finally of the University of Leiden (Pallas Athene). His personal
emblem as printer, the golden compasses, Plantin symbolically places at the
garden’s access gate. This represents his pledge to set his printing press to work
in the interests of the Province of Holland and to give his all in her defence.

We shall not be considering here what Plantin’s actual political and reli-
gious convictions were; in that regard, this celebrated publisher and printer
was rather a chameleon. His considerable nous consistently allowed him to
have it both ways: he published for the Spanish king and the Catholics as well
as for the rebels and Calvinists. What he grasped very well was that in the rebel
provinces, a series on the Counts of Holland might be a highly useful asset,
even if the texts had been written by a Habsburg loyalist, and even a Catholic,
as Barlandus. Plantin saw that a Counts of Holland series could do service in
his own day as a source for “national” or regional identity. This would give rise
to a new national pride, one which could enmesh with the disdain or hatred
generally felt towards the Spanish “tyrant”. With his Counts of Holland series,
Plantin was evidently meeting the requirements of his new employers’ politi-
cal agenda. As he sets out in his dedication, he wished this to be a work suited
to enhancing the respectability of the States of Holland.85 The counts are pre-
sented in it as role models and as exempla historica for that political assembly.
It was, then, by design that the series of portraits of the counts were repro-
duced in large numbers between 1584 and 1650, and that they were used as an
early national portrait gallery.

It is understandable that Plantin opted not to print Vosmeer’s poems to ac-
company Galle’s portraits; the authorities in Holland would have taken this
as effrontery. It was thus an obvious choice to use Hadrianus Barlandus’s text,
which was in various aspects neutral and which was compact and compendi-
um-like in form. A further benefit of Barlandus’s text was that it did not men-
tion Philip 11 (as he had not yet been born at the time of its composition).

84  See the letter of dedication: “Amplissimis prudentissimisque Hollandiae provinciae
Ordinibus Christophorus Plantinus S.D., in Barlandus Hadrianus, Hollandiae comitum
historia et icones [ ...] (Leiden, Christopher Plantin: 1584), fol. *2r —v.

85  Ibidem, fol. *2r.
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To the Hollanders, praise of Philip would have been like a red rag to a bull.
For this reason, he was not given a chapter in Plantin’s 1584 edition, although
Plantin did have — precisely because of the Vosmeer edition — an image to hand
of this Spanish king in copperplate.86

It is worth noting that Plantin amended Barlandus’s text at various points.
He evidently found Barlandus’s reticence to report the Aquitanian and Trojan
roots of the Counts of Holland regrettable, so he (or one of his assistants)
added to Barlandus’s text that Dirk 1 was the son of an ‘Aquitanian’! Even more
remarkably, the highly elusive, unhistorical dark horse Sigisbertus crops up
anew. In Plantin’s text of Barlandus, Dirk 1 is presented as ‘the son of Sigisbertus
of Aquitania, a man of Trojan blood’. This text appears alongside Galle’s impos-
ing portrait of Dirk 1 [Fig. 10.4]. It is clear that in the political context of the
Dutch Revolt, the Trojans had by no means shuffled off the stage as forefathers
of the Counts of Holland. Seemingly, a link to the extreme antiquity of Troy
was considered to be particularly valuable in this time of such felt need of le-
gitimacy in the rebel province.

Plantin’s fresh grafting-in of ‘Sigisbertus of Aquitania’ into the family tree,
thereby reviving the Trojans and Aquitanians as progenitors of the Counts of
Holland, would prove to have major consequences later on: through this addi-
tion, ‘Sigisbertus of Aquitania’ and the Trojans even outlived the Eighty Years’
War and the Peace of Miinster (1648). Largely responsible for this survival was
the Leiden antiquarian Petrus Scriverius, who from 1609 onwards published
several series of portraits of the Counts of Holland based on Plantin’s edition of
1584, using Plantin’s ‘take’ on the text of Barlandus’s Principes Hollandiae. Due
to this, the supposed Trojan and Aquitanian father of Dirk 1 still featured in the
portrait gallery Scriverius published at Haarlem in 1650, which displayed the
beautiful new engravings of Cornelisz. Visscher [Fig. 10.22].87 The poem under
the portrait asserts that Dirk 1 boasted Trojan blood.88

86 Moreover, this Leiden version of the counts omits John 111, Duke of Bavaria (the 28th
Count of Holland), who was bishop-elect of Liége and the rival of Jacqueline of Hainaut
(alias Jacoba, Countess of Bavaria). It would seem that this episcopal usurper of the coun-
ty was no longer counted worthy of ornamenting the history of Holland.

87  Principes Hollandiae et Westphrisiae (Haarlem, Pieter Soutman: 1650).

88 It is a curious detail that another important historian of the Dutch Republic, Hugo
Grotius, acknowledged even in 1610 the fantastical marriage of Count Arnout 1 with
a daughter of the Byzantine emperor, and moreover the fake that Arnout’s wife was the
sister of the Byzantine princess who married the German Emperor (i.e. Theophanou).
Cf. Grotius Hugo, De antiquitate Reipublicae Batavicae, chapter v, 22: ‘Arnulfo comitum
tertio coniunx Constantinopolitani Imperatoris filia, cuius soror Germaniae Imperatori
nupserat’ — ‘The third Count of Holland, Arnout, obtained as his consort the daugh-
ter of the Byzantine Emperor, whose sister married the German Emperor’ (translation
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FIGURE 10.22

> 1 Dirk 1, Count of Holland. Engraving by

S r , Cornelis Visscher 11 (1650), taken from:

"‘EE"E".."‘E::' S —w 8 Petrus Scriverius, Principes Hollandiae |...]
(Haarlem: 1650)
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7 The Counts in the National Gallery of Honour: Georgius Benedicti
Wertelos’s Epitaphs and Petrus Scriverius’s Series

The Calvinist theologian and Neo-Latin poet Georgius Benedicti Wertelos
(1563-1588) was inspired by Plantin’s illustrated edition of the Counts of
Holland, with its wonderful portraits by Philip Galle. Benedicti was one of
a group of promising young Dutch Neo-Latin poets who died far too young
(another being Janus Dousa junior, the brilliant son of the curator of the
University of Leiden). The Haarlem-born Benedicti was already composing
Latin verse at a very tender age. At 22, he had his first poetry volumes pub-
lished at Delft and Leiden: epigrams, epitaphs, laments, national songs and
a heroic epos. However, he did not live to witness some of his poems see
the light of day: they were published posthumously by the aforementioned
Petrus Scriverius.89 A highly gifted boy, Benedicti went up to Leiden in 1577 to

mine). Cf. Grotius Hugo, Liber de antiquitate reipublicae Batavicae (Leiden, Franciscus
Raphelengius: 1610); idem, The Antiquity of the Batavian Republic, ed. and transl. by Jan
Waszink et al. (Assen: 2000) 96 (V, 22; in their commentary, the editors did not identify the
sister mentioned by Grotius as Theophanou). The proliferation of this error is all the more
remarkable, because Grotius’s work was reprinted a couple of times.

89  Benedicti Georgius, Poemata posthuma, in quis Epigrammata, Epitaphia, Elegiae, ed.
Petrus Scriverius (Leiden, Christoph Guyot: 1601).
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_ BIBLIOTHECA LUGDUNO-BATAVA CUM PULPITIS ET ARCIS VERA

IXNOGRAPHIA

FIGURE 10.23 The university library of Leiden in 1610. Engraving by Willem Isaacsz. van
Swanenburg, after Jan Cornelisz. van ‘t Woudst, 33 x 40.3 cm
IMAGE © RIJKSMUSEUM, AMSTERDAM

matriculate at the brand new university there [Fig. 10.23].9° There, he roomed
with Janus Gruterus (Jan de Gruytere, 1560-1627) and Petrus Bertius (Pieter
de Bert, 1565-1629) — later to gain renown as excellent scholars — at the house
of his mentor, the Hebrew professor Herman Reneker (Rennecherus, 1550
after 1605), who had been appointed in 1575 at the personal recommanda-
tion of Prince William of Orange. In 1583, Benedicti continued his studies at
Cambridge at the household seminary of the celebrated Protestant theologian
William Whitaker (1548-1595). He found acceptance in the scholarly literary
circle around the noble poet Sir Philip Sidney (1554-1586), Earl of Leicester;
the Neo-Latin poet Janus Dousa junior was also in this coterie. These were the
years in which Holland and the other northern provinces were eagerly seeking
the support of the English crown and trying to persuade Queen Elizabeth 1 to

9o  For Benedicti’s biographical details, see de Schepper M., “Quem patrem patriae voluit/
(Deus): Georgius Benedicti Wertelos over Willem van Oranje”, Hermeneus 56 (1984)
244-245.
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take them on as her subjects. It was from this historical context that Sir Philip
Sidney’s mission to the Low Countries arose in 1586. In June of that year,
Benedicti returned to the University of Leiden, but before long he had gone
on to Heidelberg to round off his theological studies with the leading Calvinist
theologian Franciscus Junius the Elder (later to become a professor at Leiden).
Sidney’s mission culminated in a hero’s death, and Benedicti commemorated
him in a series of Latin elegies and epitaphs. In 1588, Benedicti died unexpect-
edly at Heidelberg of a feverish infection.

Benedicti made no secret of his political sympathies. He was an adherent of
the Dutch Revolt, of William of Orange, of Sir Philip Sidney and of the States of
Holland. After William's assassination, he published a whole series of national
poems: solemn Latin epitaphs and laments for ‘the Father of the Fatherland’
(1585),%! together with epigrams and, in the same year, a long-form national
poem, an epos for William. It was at the very height of this rash of national po-
etry that Benedicti composed his series of poems on the Counts of Holland in
1586. He had them published in combination with his heroic epos on William
of Orange.%? The poems on the counts were given the form of epitaphia, which
in their celebration of national heroes resonated well with his epitaphs for
William of Orange. Benedicti’s series is an outstanding example of the way in
which the Counts of Holland were invoked by a committed supporter of the
Dutch Revolt, namely in a very direct manner indeed to help shape a new na-
tional or regional identity. The publication of the series is intimately connect-
ed with the assassination of William of Orange (1584). Its intended purpose
was the honouring of national heroes and the fostering of national sentiment.

Benedicti’s epitaphia on the Counts of Holland remained influential in the
seventeenth century. They gained widespread recognition through their inclu-
sion in internationally-renowned scholar Janus Gruterus’s political history of
the world, Chronicon Chronicorum politicum (Frankfurt, officiana Aubriana:
1614),93 and in his corpus of Dutch Neo-Latin poets, Deliciae poetarum Belgarum

91 Benedicti Georgius, Carmina quaedam in funere Guilielmi, Principis Arausionensis, Delphis
parricidali manu occisi anno LXXXV [sic]. Additus est Epigrammatum libellus (Delft,
Albertus Henricus: 1585).

92 Benedicti Georgius, De rebus gestis Principis Guilielmi comitis Nassovii, Principis Nassovii,
libri duo. Item Epinicia, Epigrammata varia et Epitaphia comitum Hollandiae (Leiden,
Joannes Paetsius: 1585). The epos has in modern times been republished, along with a
Dutch translation, by the Leiden collegium classicum E.D.E.P.0.L.: De krijgsdaden van
Willem van Oranje, Leiden, stichting dimensie, 1990 (A. de Best et al.). For the epos, see
also Wijdeveld J., “Princeps Auriacus. De Prins van Oranje in het Neolatijnse epos en
drama’, Hermeneus 56 (1984) 234—243.

93 Gruterus Janus, Chronicum chronicorum politicum, in quo Imperatores, Reges, Duces, Principes,
Marchiones etc. recensentur [ ...] (Frankfurt am Main, officiana Aubriana: 1614) 1007-1018.
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(Frankfurt am Main, officiana Aubriana: 1614);94 through their being printed in
the influential The Republic of Holland and its Cities, Respublica Hollandiae et
urbes, published by Johannes Maire (Leiden: 1630), which presented the new
Republic to an international audience of readers; and also, and by no means
least, through their inclusion in Leiden scholar Petrus Scriverius’s Latin publi-
cations of the series of Counts of Holland in 1609, 1611 and 1650, enriched with
gorgeous illustrations, first in woodcuts and later in engravings.%® By placing
the poems as captions under these illustrations, Scriverius enhanced their sta-
tus and impact. Benedicti had already conceived of these poems as national
heroic poetry, but now, as poetic accompaniment to the counts’ portraits, they
formed part of a national gallery of honour, a sort of Dutch Valhalla.
Comparing Benedicti’'s poems with the texts on the Haarlem paintings and
with Vosmeer’s poems, one is struck by the far lesser interest which this young
Leiden alumnus had in familial data, genealogical questions and precise dates.
In the Haarlem series, each poem identifies the spouse(s) and children of the
count in question; Vosmeer’s epigrams name at least the consort. Yet even
major events and breaches in the genealogical line meet with hardly any at-
tention by Benedicti. For instance, he tacitly passes over the fact that Godfrey
the Hunchback was not in the counts’ bloodline, that he actually was the son
of Godfrey the Bearded (997-1069) and had succeeded his father as Duke of
Lower Lorraine (r. 1069-1076), that he conquered Holland as a foreign usurp-
er, and that his reign did not last longer than a few months. Benedicti, only
with the greatest of vagueness mentions that Godfrey had obtained ‘his reign’
(regna) in ‘a bad manner’, by force of arms.%¢ Far from rejecting Godfrey the
Hunchback as a usurper, Benedicti lauds him for his ‘justice’ (iustitia) and for
his having founded the splendid city of Delft, which ‘would go on to obtain
immortal fame’®” Benedicti is here referring to the Prinsenhof, from which
the Prince of Orange governed the Northern Netherlands for a few years, and
more particularly to the national tragedy, the assassination of that prince on
10 July 1584 [Fig. 10.24]. Benedicti even made his own contribution to ‘Delft’s

94  Gruterus Janus, Delitiae C poetarum Belgicorum, huius superiorisque aevi illustrium
(Frankfurt a.M., Aubriana: 1614).

95  Scriverius Petrus, Illlustrissimorum Hollandiae Zelandiaeque Comitum ac dominorum
Frisiae Icones et historia, in: idem, Batavia illustrata | ...] (Leiden, Ludovicus Elzevir: 1609;
1611) 1-184; idem, Principes Hollandiae et Westphrisiae (Haarlem, Pieter Soutman: 1650).

96 Cf. Benedicti, “Godifredus Gibbus”, in Scriverius, lllustrissimorum Hollandiae Zelandiaeque
Comitum ac dominorum Frisiae Icones et historia (1611), p. 20: ‘Quid male parta meis,
hospes, regna obiicis armis? / Quid poenam exposcis? [...]"

97  Ibidem: ‘Respice fundatas celebres me Principe Delphos. / Mox tangent ipsis sidera
verticibus..
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FIGURE 10.24 The assassination of William of Orange in 1584, in the Prinsenhof (Delft).
Anonymous engraving after Frans Hogenberg, 16131615
IMAGE © RIJKSMUSEUM, AMSTERDAM

immortal fame’ with his heroic epos on William of Orange, the ‘Father of
the Fatherland’.

While stressing the counts’ virtues, Benedicti paid hardly any attention to
courtly decorum. In the Haarlem paintings, the counts are introduced with
great panache by a herald, delivering a suitable dose of such class. This creates
a setting of courtly festivity: each count, as it were, makes his stately entrance
in the festival hall and his arrival is solemnly declaimed by the herold to the
court retainers. In Benedicti's poems, on the other hand, the counts introduce
themselves in the first person: ‘I am so and so [...]’; T accomplished such and
such [...]. In literary terms, Benedicti was revivifying the antique genre of the
grave epitaph (epitaphium), a form which presumes that a passer-by has his at-
tention arrested at the ruler’s tomb by the deceased speaking to him. Perhaps
the most famous is the inscription on the stele of the Spartan king Leonidas,
who perished at the Battle of Thermopylae in 480 BC while holding back the
Persians. In his epigram, Leonidas tells the passer-by:
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Stranger, tell them in Sparta that we rest in this place
Because we were obedient to their order.%8

Benedicti’s epigrams are construed in the same way. He conceives of his texts
as grave-inscriptions being reviewed by a visitor to the sepulchres. Indeed, he
literally calls his poems epitaphia. Thus, the counts are addressing the visitor,
or ‘stranger’. Benedicti’s Count William 11, for example, tells of how he lost his
life on the field of battle and asks the visitor: ‘Why do you sigh, stranger? / You
would be a fool not to wish for the same kind of death!.® Floris 1v is sure that
the visitor will be wanting to hurry on past his tomb, and tells him that there
is no need to admire his portrait; he can calmly walk on by. Should he be inter-
ested in Floris’s heroic deeds, then he merely need ask anyone he comes across
on the street to enumerate them.09 Countess Ada, on the other hand, makes a
kind of gendered remark to the visitor: ‘Stranger, just look what a woman can
accomplish!.101

Benedicti presumes that the visitor will be reading his epitaphs through
a moral lens. His Dirk 1v shares that understanding, and asks exasperatedly:
‘Traveller, why do you judge my career, my victories? / Be content with the fact
that I was felled by the foe’s hand192 Due to the atmosphere evoked by the
epitaphs, it seems at times as though the ‘visitor’ were taking a tour around
Egmond Abbey, scene of the graves of some of the comites Hollandiae. Poem
13 is a playful exception: the epigram for Floris 111 (1140-1190). To his surprise,
the passer-by suddenly finds himself transported to Asia Minor, which was in-
acccessible to the Christian in Benedicti’s day because it was in Turkish hands.
Nevertheless, the visitor, now located in an oriental city, is peering at Floris 111’s
grave, who pipes up: ‘Visitor, why are you surprised to find a stranger’s grave
in Seleucus’s city, / Chiselled marble on an unknown patch of earth? / Cease
your wonderment [...]'. ‘Seleucus’s city’ is Antioch, the capital of the Seleucid

98  Meier M,, Die Thermopylen — ,Wanderer, kommst du nach Spa(rta)“, in Holkeskamp H.J. —
Stein-Holkeskamp E. (eds.): Erinnerungsorte der Antike. Die griechische Welt (Munich: 2010)
98-113.

99 Ibidem, ch. xvi11, “Gulielmus 11”: ‘Quid gemis, hospes? / Insanis, ni optes sic quoque
posse mori.

100 Ibidem, ch. xviI.

101 Ibidem, ch. xv: ‘Foemina quid possit, cerne hospes!..

102 Ibidem, ch. v: ‘Quid vitam carpis, quid prelia gesta, Viator? / Sit satis hostili me periisse
manu’.
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FIGURE 10.25 St Peter’s Cathedral in Antakya (Antioch), Turkey
IMAGE © VOLKAN HATTAN

Empire, the successor to Alexander the Great’s oriental possessions. In the sev-
enteenth century, Antioch had come to be known as Antakya by the Turks.
Floris 111 died of plague there in 1190 while joining in the Third Crusade under
Frederick 1 Barbarossa (1189-1192). In Benedicti’s poetic presentation, we are
standing in Antakya in front of the hero’s grave of a brave Hollander. He was
really buried there, in the cathedral of St Peter [Fig. 10.25], next to the altar,
beside Emperor Frederick’s own grave, who drowned during the crusade while
crossing the Saleph river.!9% In Scriverius’ series of the Counts of Holland
(1650), Benedicti’s poem is accompanied by an impressive representation of
Floris 111 as a fantastic oriental prince that wears a turban with a bunch of
feathers [Fig. 10.26].

Through these poetic devices, Benedicti is equating the Counts of Holland
with celebrated figures of classical antiquity: Leonidas, Pericles, Alexander
the Great, Julius Caesar, Augustus, and the like. By his outline and judge-
ment of their lives in his epigrams, he lends the counts a classical appearance.
They become hardly distinguishable from the heroes of Ancient Greece and
Rome. The concern here is to display their virtue and to reflect it in the moral

103 Cf. de Boer — Cordfunke, Graven van Holland 1.
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FLORENTIVS Il , THEODERICI VI FILIVS,
COMES IN ARCHIVIS MSS. X. SED VVLGO XIII.
DVXIT SOROREM REGIS SCOTORVM ADAM A3 MCLXII.

 Quid peregrinum , Hofpes,, miraris in urbe Scleuci { - AR Qi Surraceno reditbis vidor ab halle,
Furus, & ignoto mamora fulpta folo? . < Qui pacem extorfit fupplicibus Frifs.
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Quem fisa Memnonias vexit adufque plagas. s i Mons, ne vicha foret, Mars quia viftus erat.

FIGURE 10.26 Floris 11, Count of Holland. Engraving by Cornelis Visscher 11 (1650), taken
from: Petrus Scriverius, Principes Hollandiae [...] (Haarlem: 1650)
IMAGE © RIJKSMUSEUM, AMSTERDAM
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judgement of their descendants (posteritas). In fact, the literary visitor to the
monuments of the counts embodies this progeny: /e is the posteritas and it is
he who judges. The epigram already cited demonstrates that King Leonidas
fought the Persians like his namesake lion, to the last drop of his blood, out
of pure duty. So the Counts of Holland had also often fought: Dirk 111, for in-
stance, ‘defended his fathers’ lion [the counts’ arms, depicting a lion] as a lion
would defend his lionly father and a father his own father’!%4 Like Emperor
Charles v, Dirk 1 was in principle striving for a peaceful settlement, but he was
no slacker in warfare either: ‘pacis amans bellique potens’105

In his epigrammatic evaluations, Benedicti adopts the premise of classical
and humanist historians: in their view, the chief aim of historiography is to
hand on the deeds of famous men to following generations, to evaluate them,
and, through the apportioning of praise and blame, to provide moral exempla
for the generations to come. It is important that history be a school for life
(historia vitae magistra) and that the reader be furnished with moral examples
that teach him what to commit, or omit, in his life. References to posteritas
(progeny), fama (fame), virtus (virtue) and exemplum (historical example) are
found in almost every epigram.

In his moral evaluations, Benedicti likes using comparisons, such as ones
between a given count and his predecessor or his successor (who was more
virtuous, who more successful?) or his military opponents (who was morally
in the right?); and comparisons between given virtues and vices, achievements
and propensities. As well as judging the counts’ own deeds, Benedicti also con-
siders those of their foes, particularly the Frisians and the Bishop of Utrecht.
The counts’ episcopal opponents tend to come off badly. As regards the counts
themselves, Benedicti is glad of opportunities to present moral dilemmas or
considerations, such as: is it better to die in harness on the battlefield or to
expire peacefully on one’s own bed?1%6 Is a ruler demonstrating more virtue
when he rapidly overruns a territory with few reverses, or when he retakes land
that had been lost to the enemy? May a woman rule? Can a woman show vir-
tue by exercising tasks of government? What is preferable: that an illegitimate
prince hold sway for good ends, or that a legitimate prince fritters away or even
abuses his power?

104 Benedicti, “Theodericus tertius’, in Scriverius, Illustrissimorum Hollandiae Zelandiaeque
Comitum ac dominorum Frisiae Icones et historia (1611), ch. 1v, p. 10: Defendi patrium,
patre non minor ipse, Leonem, / Proque parente parens, proque Leone Leo’.

105 Benedicti, “Theodericus primus’, in ibidem, ch. 1, p. 4: ‘peace-loving, but mighty in war’.

106 E.g.ibidem, ch.1and 1.
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FIGURE 10.27
Coat of Arms of the City of Haarlem
(Town hall, Grote Vierschaar)

Moral excellence (virtus) is indeed the central theme of Benedicti’'s poems, in
both a general and a specific sense. The way in which he expresses his moral
meditations is often emphatic and solemn, as would have befitted the Romans
of old, such as Cato the Younger, who defended the Roman Republic to his
dying breath. ‘Vicit vim virtus’ (‘Virtue overcomes violence’), as Benedicti pro-
claims in his tenth epigram, could just as well have been a phrase uttered by
Cato. Wittily, Benedicti is here citing the motto of his native city of Haarlem,
VICIT VIM VIRTUS [Fig. 10.27]. Here, Benedicti is engaging in literary play
with his the expectations of his readers, who certainly knew the city motto.
Haarlem’s motto is a boast about the deeds of the city’s sons, particularly in
regard to a Haarlem continent under the command of the Count of Holland,
William 1, who had conquered the Egyptian city of Damietta in 1218, during the
Fifth Crusade.1%7

In his poems, Benedicti uses the motto ‘vicit vim virtus’ in the epigram for
Count Dirk v, who had laboured hard to reconquer his possessions after he
had been expelled from the county of Holland by Godfrey the Hunchback (in
1075).108 Dirk v’s virtue was characterised by his persistence. In other regards,
too, Benedicti ascribes particular virtues to given counts. Dirk 1 excelled in
valour and peaceableness; Arnout I in martial valour alone — being the first
Count of Holland to die on the battlefield; Dirk 111 distinguished himself by
his sense of filial duty, perseverance and courage; Godfrey the Hunchback
and Floris 11 by their sense of justice (iustitia), and the latter was also dutiful,

107 Cf van Anrooij W.,, “Middeleeuwse sporen van de Haarlemse Damiate-legende’, in
Grootes EXK. (ed.), Haarlems Helicon. Literatuur en toneel te Haarlem, before 1800
(Hilversum: 1993) 11—25.

108 Benedicti, “Theodericus quintus’, in Scriverius, Illustrissimorum Hollandiae Zelandiaeque
Comitum ac dominorum Frisiae Icones et historia (1611), ch. X, p. 22.
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peaceable and pious. Thus, the counts become exemplary embodiments of in-
dividual virtues.

It is evident that the old counts with their virtues, and particularly their
military virtues, were intended to serve as examples to the elite of the rebel
province. With his epitaphia, Benedicti created a national heroes’ gallery.
The epitaphia on the counts were of no less importance for the formation of
Holland’s new identity than Benedicti’s epitaphia on William of Orange or his
epos on the same hero. The counts are presented as heroes of the Fatherland
and are connected with both the ancient and the modern race of the ‘Batavians’.

In fact, the great importance of the Counts of Holland as sources of national
identity does not imply that the creator of the series necessarily had to acknowl-
edge the actual legitimacy of their rule. This is seen plainly from Benedicti’s
poem alongside the portrait of Philip 11 (as Count Philip 111 of Holland), the
prince whom the States-General had abjured in 1581. In this epigram, Philip
considers himself a loser: his power and military might did not prevail against
the Batavians. The Batavians, the poem recounts, were not impressed by his
swagger and not persuaded to desist from their warfare against the king. Philip
is made to reflect that although he still bears the title of thirty-sixth Count
of Holland, he is no longer recognised. He himself admits as much by being
made to say that the the Hollanders have become a ‘free people’, one ‘that will
never again recognise monarchic rulers’ (‘libera gens, nullos umquam admis-
sura monarchas’).19% Naturally, this does not please him, but the very fact that
he acknowledges it is appropriated to legitimise the rebels. The Hollanders’
love of freedom is in “the nature of their people” — in their genes, one would
say today — and none will be able to affect that, the epigram proclaims. A true
Batavian will not brook of any king or emperor lording it over him. This largely
concurs with the image of the ancient Batavians as sketched by antiquarians
and writers in the sixteenth and seventeenth centuries.

What, though, of the Trojans? Given that Benedicti had little interest in ge-
nealogy, family questions and courtly customs, instead paring almost every-
thing down to moral issues, one might expect that he would leave the Trojans
aside. It is, in a way, surprising that he in fact does not: he reports that Dirk 1
‘sprang from the Trojans’ noble blood’ (‘ortus ab alto / Sanguine Teucrorum’)
[cf. Fig. 10.22].1"% The wording Benedicti chooses is particular: it comes from
from Virgil’s Aeneid, the epos about the Trojan founder of Rome, Aeneas. The
quotation is taken from the mouth of the Roman chief god, Jupiter, who pre-
dicts that ‘from the noble blood of Teucer a people will some day arise which

109 Benedicti, “Philippus Rex Hispaniae’, in: ibidem, ch. XxxXxv1, p. 154.
110 Ibidem, ch.1.
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will rule Italy’ (‘Italiam regeret genus alto a sanguine Teucri), Aeneid 1v, 228
229). Teucer is the ancestor and national hero of the Trojans, whom Virgil also
calls the Teucri (‘people of Teucer’). That Benedicti should say the same about
Dirk 1 as Virgil does about Aeneas indicates that he is likening the founder of
the County of Holland to the founder of Rome.

8 Petrus Scriverius

The Leiden scholar Petrus Scriverius (1576-1660), already mentioned several
times in the present work, played a key role in the production of series of por-
traits of the Counts of Holland. He published no fewer than six series during
his lifetime, in both Latin and Dutch; the first was dated 1609, the last 1650.
Scriverius (a Latinisation of the surname Schrijver) came from a well-to-do
Haarlem family and studied in Leiden, where he remained after graduation.!!
He felt at home in the humanist environment of Leiden professors and schol-
ars. Although he never obtained a chair or other academic appointment, he
devoted his whole life to scholarship. He had a pronounced interest in anti-
quariansm, neo-Latin poetry and above all national history.'? Scriverius had
accumulated a celebrated library, which he called his ‘musaeum’ (‘temple of
the Muses’). Through his publications, he was keen to give a wider public ac-
cess to the works he had collected. Scriverius was not remarkable as an original
writer; he preferred to function as a collector and publisher of various kinds
of texts, especially neo-Latin poetry and works of history. Most of the books
he published, therefore, were the works of other authors. The problem is that
he does not always indicate what is his own text and what is not. Scriverius
tends to deliver only small gobbets of commentary on his collated material. He
prefers to make his ‘sources’ accessible than to voice his own opinions about
them in print.

These propensities also play a major role in his publications on the Counts
of Holland.'3 In the first editions, those of 1609 and 1611, almost all his texts are
derived from other authors. He combined the Latin epigrams (epitaphia) of
Georgius Benedicti with the prose chapters of Hadrianus Barlandus, and frag-
ments from Jacob Meier’s chronicle with brief explanatory notes which he had

111 For Scriverius's biographical details, see Langereis S. Geschiedenis als Ambacht.
Oudheidkunde in de Gouden Eeuw: Arnoldus Buchelius en Petrus Scriverius, Hollandse
Studién 37 (Hilversum: 2001) 104-112.

112 For Scriverius as an antiquary and keen national historian, cf. ibidem, 112 ff.

113 For his series of counts, cf. ibidem, 255-264.
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copied from Plantin’s edition of the 1584 Hollandiae comitum historia et icones.'*
However, he leaves the reader in the dark about this, so that it remains opaque
which authors wrote which sections of the text. There is only one exception:
the quotations from Meier’s chronicle (which, in fact, Scriverius had also re-
trieved from Plantin’s edition, not taken direct from source) are given a suc-
cinct sub-heading stating the author’s name. Many readers will have assumed
that Scriverius himself had penned the rest of the book. Modern historians
long continued to think the same, until around the year 2000.1'> The aim here is
not to imply that Scriverius was a plagiarist, but it is necessary to give this back-
ground to his method of working and to show how his series of the counts was
composed. The key consideration is that the texts he used were ones which he
believed important to be noted by the intellectuals of his age.

Not by chance was his collection of sources on the ancient history of
Holland, the Batavia illustrata, his first major publication.'® The series on
the counts, Hlustrissimorum Hollandiae Zelandiaeque comitum ac dominorum
Frisiae icones et historia, is a component of that work. Scriverius thought that
it was an apt moment in 1609 to present the counts to the general public. The
main reason behind his decision was the political situation during the Twelve
Years’ Truce, which was officially promulgated on g April that year. This in-
dicated de-facto acknowledgement that the rebel provinces now formed an
independent state. England and France immediately entered into diplomat-
ic relations with the United Provinces; other states followed later. Scriverius
thought that his history would go down very well in this climate: the time had
come to foster in Holland an independent historical consciousness and a sense
of national pride and independence. Scriverius expresses this thinking in the
dedicatory letter to his Batavia illustrata, which he appropriately dedicates to
the States of Holland and West-Friesland. It is in this light that we must in-
terpret the publication of his series: as a national portrait gallery intended to
serve as a source of national identity. The Truce took effect on g April and by

114 See following footnote.

115 E.g. Tuynman P.,, “Petrus Scriverius. 12 January 1576—30 April 1660”, Quaerendo 7 (1977)
4-45, and Haitsma Mulier — van der Lem (eds.), Repertorium 376, under no. 436b, where
we read that the texts accompanying the woodcuts of the Hllustrissimorum Hollandiae
Zelandiaeque comitum ac dominorum Frisiae icones et historia were a Latin ‘adaptation’
by Scriverius of a text whose title is given as ‘Duym’s History of the Counts of Holland,
Zeeland and Friesland’ Langereis, Geschiedenis als Ambacht 125, rightly points out that
these were texts which Scriverius had taken from Plantin’s edition of 1584, particularly
of Barlandus’s Principes Hollandiae. However, Langereis does not mention the poems by
Georgius Benedicti, which incidentally were not included in Plantin’s edition. Scriverius
took these from the 1586 Leiden edition, published by Benedicti himself.

116 Leiden, Lodewijk Elzevier: 1609.
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early June, Scriverius already had his large collection of sources of national
history ready to hand. His letter of dedication to the States of Holland and
West-Friesland is dated 13 June.

As an historian, Scriverius was not very keen on the Trojans. He was scepti-
cal of the family tree claims which he encountered in the chronicles. In the
1609 Batavia illustrata and its 1611 second edition, the Inferiores Germaniae
provinciarum unitarum antiquitates, however, he refrains from giving an opin-
ion on their veracity. Since Scriverius reproduces in these works Benedicti’s
epigrams on the counts, however, the Trojan forefathers are still present in
these series. The same applies, in fact, to the last series which appeared during
Scriverius’s lifetime, that of 1650.1 Contemporary politics again played a role
in the compiling of this edition. The 1648 Peace of Miinster had ensured the
recognition of the rebel Netherlands as a fully-fledged state. It was now time,
then, to celebrate the glorious achievement and further burnish national pride.
In collaboration with the Haarlem painter and printmaker Pieter Soutman
(c.1580-1657) and the young but extremely talented engraver Cornelis Visscher
(1629-1658) [Fig. 10.28], Scriverius brought out the most sumptuous edition of

FIGURE 10.28

Cornelis Visscher, Self-portrait (1649).
Engraving

IMAGE © RIJKSMUSEUM,
AMSTERDAM

117  Scriverius Petrus, Principes Hollandiae et Westphrisiae (Haarlem, Pieter Soutman: 1650).
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the Counts of Holland that one could imagine. The portrait series, printed in
prestigious folio format, was now being presented as a national monument
to the eternal memory of the counts, as well as serving to celebrate national
independence. The monumental character of this series is underlined by the
colossal inscription of honour in antique Roman style [Fig. 10.32]. Here, the
counts are addressed as one would address a deity in Roman times. Just as one
‘offered’ and ‘dedicated’ gifts to the gods in antiquity, so this inscription ends
with the religious formula ‘offert, dedicat et consecrat’. In this sense, the counts
had become the subject of a divine cult. Scriverius and Soutman erected this
monument to the counts to have them praised as superhuman national cult
figures.

Accordingly, the title page depicts an apotheosis (deification): the counts,
and with them the Province of Holland for which they stand (represented
by the arms of its key cities), are made divine [Fig. 10.29]. The representation
oozes the new national self-confidence. Victorious Hollandia’s garden is full
of arms. It would appear that Holland has brought the whole world under her
sway: behind the personification of her as a young woman, we see the globe,
upon which her heraldic animal, a realistically-depicted, giant lion, has rested
his front left paw to demonstrate his might and lordship. With typological sig-
nificance, the central figure, young Lady Holland, makes the same gesture: she,
too, lays her left hand on the globe as a token of her supremacy. This imperial-
ist impression is reinforced by the presence of an angel, holding a crown atop
Lady Hollandia. In this way, Lady Hollandia is unmistakably characterised as
an imperial ruler. In her right hand, she holds an ocean-going ship to symbolise
Dutch supremacy at sea. She is seated on a powerful canon bearing an inscrip-
tion which makes plain why it is being triumphantly fired. It reads ‘Haec liber-
tatis ergo’ — ‘This on account of freedom’. The cities of Holland (represented by
their arms) and her counts (represented by the titular inscription and by the
crowns) are conveyed to heaven by the angels. This portrayal is of great politi-
cal import: the counts are deified here like Roman Caesars, thereby acquiring
imperial status, one to which the province too (since it is embodied by the
counts) lays claim.

Cornelis Visscher’s engravings are highly refined. Although Visscher can-
not of course have had the faintest idea what the pre-1400 counts looked like,
his engravings were meant to suggest that the portrayals were ‘real’ and au-
thentic, ‘true to life), as the title page asserts. As regards their form, however,
the counts are still Trojans, as we see from Dirk 1's fantastical oriental turban.
Notwithstanding this, his face sems to radiate some personal characteristics.
As noted earlier, there was (and still is) no indication of Dirk’s true appear-
ance. A curious detail is that the son of the Aquitanian Trojan Sigisbertus,
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FIGURE 10.29 Frontispice of Petrus Scriverius, Principes Hollandiae [...] (Haarlem: 1650)
© RIJKSMUSEUM, AMSTERDAM
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FIGURE 10.30 Bartolomeus van der Helst, Portrait of Petrus Scriverius (1651). Oil on canvas,
115.2 x 98.5 cm
IMAGE © MUSEUM DE LAKENHAL, LEIDEN
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FIGURE 10.31 Dirk 1, Count of Holland. Engraving by Cornelis Visscher 11 (1650), in Petrus
Scriverius, Principes Hollandiae [ ...] (Haarlem: 1650)
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FIGURE 10.32 Dedication (inscription) of Petrus Scriverius, Principes Hollandiae | ...]
(Haarlem: 1650)
IMAGE © UTRECHT UNIVERSITY LIBRARY
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the renowned Dirk 1, bears a striking resemblance to the series author, Petrus
Scriverius, in his latter years [Figs. 10.31 and 10.32]. It may be that Cornelis
Visser portrayed Dirk so in honour of Scriverius, or at the least as a nod to him.
If so, then Scriverius, the patriotic historian, lent his facial features to the sup-
posed Trojan founder of the lineage of Counts of Holland.

Selective Bibliography

Acker K.G., “Iconografische beschouwingen in verband met de 16e eeuwse gegraveerde
‘portreten’ der graven van Vlaanderen’, Oud-Holland 83 (1968) 95—116.

Anrooij W. van, “Aquitanié en de herkomst van de Hollandse graven, een 14e—eeuwse
traditie”, in Boer D.E.H. de — Cordfunke E.H.P. - Hugenholtz FW.N. (eds.), Holland
inwording. De ontstaansgeschiedenis van het graafschap Holland tot het begin van de
vijftiende eeuw, Muiderberg symposia 5 (Hilversum: 1991) 125-142.

Anrooij W. van, “Middeleeuwse sporen van de Haarlemse Damiate-legende’, in
Grootes EK. (ed.), Haarlems Helicon. Literatuur en toneel te Haarlem véor 1800
(Hilversum: 1993) 11—25.

Anrooij W. van (ed.), De Haarlemse gravenportretten. Hollandse geschiedenis in woord
en beeld (Hilversum: 1997).

Barlandus Hadrianus, De Hollandiae principibus (Antwerp, Johannes Theobaldus: 1519).

Barlandus Hadrianus, Libelli tres [ ...] uno principum Hollandiae, altero episcoporum in-
signis ecclesiae Traiectensis, tercio res gestae continentur invictissimi principis Caroli
Burgundiae ducis [...] (Antwerp, Michael Hillenius: 1520).

Barlandus Hadrianus, Catalogus comitum Hollandiae (Amsterdam, Doen Pieterz.: 1519/
1520).

Barlandus Hadrianus, Hollandiae Comitum historia et icones. Cum selectis scholis ad lec-
toris usum |...] (Leiden, Christopher Plantin: 15834).

Barlandus Hadrianus, Hollandiae Comitum historia et icones [...] (Frankfurt a.M.,
Johannes Wechel for Sigmund Feyerabend: 1585).

Beelaerts van Blokland W.A., “Stamreeksen in beeld. De graven van Holland en de
heeren van Brederode door Jacob Cornelisz. van Oostzanen en Cornelis Anthonisz.”,
De Nederlandse leeuw 51 (1933) 202—207.

Benedicti Georgius, see Wertelos, Georgius Benedicti.

Boer D.E.H. de — Cordfunke E.H.P., Graven van Holland. Portretten in word en beeld
(880-1580) (Zutphen: 1995).

Bueren T. van, “Van karmelietenklooster naar stadhuis”, in Anrooij W. van (ed.), De
Haarlemse gravenportretten. Hollandse geschiedenis in woord en beeld (Hilversum:

1997) 73-77-



298 ENENKEL

Buscher H., Heinrich Pantaleon und sein Heldenbuch (Diss. Basel: 1946), Basler Beitrége
zur Geschichtswissenschaft, vol. 26.

Carasso-Kok M., Repertorium van verhalende historische bronnen uit de Middeleeuwen.
Heiligenlevens, annalen, kronieken en andere in Nederland geschreven verhalende
bronnen, Bibliografische reeks van het Nederlands Historisch Genootschap 2 (The
Hague: 1981).

Dek A.\WE,, Genealogie der graven van Holland (Zaltbommel: 1969).

Falkenburg R., “Politiek en propaganda omstreeks 1490” in Anrooij W. van (ed.), De
Haarlemse gravenportretten. Hollandse geschiedenis in woord en beeld (Hilversum:
1997) 69-72.

Galle Philip, Imagines L doctorum virorum qui bene de studiis literarum meruere
(Antwerp, Philip Galle and Franciscus Raphelengius: 1587).

Galle Philip — Vosmeer Michiel, Principes Hollandiae en Zelandiae, domini Frisiae [...].
Cum genuinis ipsorum iconibus [...] (Antwerp, Christopher Plantin for Philip Galle:
1578).

Galle Philip, Les vies et alliances des comtes de Hollande et Zélande, signeurs de Frise
(Antwerp, Christopher Plantin: 1583 and 1586).

Giovio Paolo, Elogia virorum bellica virtute illustrium (Basel, Petrus Perna: 1575).

Giovio Paolo, Elogia virorum literis illustrium (Basel, Petrus Perna: 1575).

Gruterus Janus, Chronicum chronicorum politicum, in quo Imperatores, Reges, Duces,
Principes, Marchiones etc. recensentur [ ...] (Frankfurt a.M., officina Aubriana: 1614).

Gruterus Janus, Delitiae C poetarum Belgicorum, huius superiorisque aevi illustrium
(Frankfurt a.M., officina Aubriana: 1614).

Haitsma Mulier E.O.G. — Lem G.A.C. van der (eds.), Repertorium van geschiedschrijvers
in Nederland (The Hague: 1990).

Jong J. de, “Gravenportretten in de zestiende en zeventiende eeuw”, in Anrooij W.
van (ed.), De Haarlemse gravenportretten. Hollandse geschiedenis in woord en beeld
(Hilversum: 1997) 78-102.

Kurtz G.H. (ed.), “De afbeeldingen der graven en gravinnen van Holland op het stad-
huis te Haarleny”, Jaarboek Haerlem (1958) 40-58.

Keesman W.,, “Troje in de middeleeuwse literatuur. Antiek verleden in dienst van eigen
tijd”, Literatuur 4 (1987) 257—265.

Keesman W., De eindeloze stad. Troje en de Trojaanse oorsprongsmythen in de (laat)mid-
deleeuwse en vroegmoderne Nederlanden (Hilversum: 2017).

Langereis S., Geschiedenis als Ambacht. Oudheidkunde in de Gouden Eeuw: Arnoldus
Buchelius en Petrus Scriverius, Hollandse Studién 37 (Hilversum: 2001).

Levy-van Halm K. — Runia E. — Sliggers B. et al. (eds.), De trots van Haarlem. Promotie
van een stad in kunst en historie (Haarlem: 1995).

Lulofs M., “Die van Brero heeft men eens gezien. De ‘Brederode-kroniek’ van Jan van
Leyden’, in Ebels-Hoving B. — Santing C.G. — Tilmans C.P.H.M. (eds.), Genoechelijcke



FROM CHIVALRIC FAMILY TREE TO “NATIONAL” GALLERY 299

ende lustige historién. Laatmiddeleeuwse geschiedschrijving in Nederland (Hilversum:
1987) 79-99.

Martindale A., Heroes, ancestors, relatives and the birth of the portrait (Maarssen: 1988).

Nijhoff W, “De graven van Holland, houtsneden van Jacob Cornelisz, met Franse tekst.
Amsterdam, Doen Pieterszoon, 1518", Het boek 25 (1938-1939) 51-52.

Overvoorde ].C.,, “De portretten der Hollandsche graven in het stadhuis te Leiden’,
in Hofstede de Groot C. (ed.), Feest-bundel dr. Abraham Bredius aangeboden den
achttienden april 1915, vol. 1: Opstellen (Amsterdam: 1915) 221—229.

Pantaleon Heinrich, Prosopographia heroum atque illustrium virorum totius Germaniae
opus plane novum [...], ex omnium fere gentium chronicis, annalibus et historiis
magna diligentia excerptum et vivis heroum imaginibus |...] illustratum, ac nunc
primum ob patriae decorem in lucem editum, ita quod instar continuae historiae
Germanorum esse queat |[...] (Basel, Nicolaus Brylinger: 1565).

Pantaleon Heinrich, Teutscher Nation Heldenbuch: Inn diesem werden aller
Hochuerriimpten Teutschen Personen, Geistlicher vnd Weltlicher, hohen vnnd nideren
staths, Leben vnnd nam[m]hafftige thaten gantz warhaftig beschriben, welliche durch
Jhre tugendt, grosse authoritet, starcke waffen, from|[m|keit, weifsheit, vnd gute kiinst
[...] jr vatterland Teutsche nation hichlich bezieret, vnd grof8 gemachet; Mit sampt
aller alten vnd neuwen Fiirsten Teutscher nation Genealogey, Geburtstafflen vnd har-
kommen (Basel, Nicolaus Brylinger: 1567; heirs of Nicolaus Brylinger: 1570).

Pantaleon Heinrich, Der ander Theil Teutscher Nation Heldenbuch: Inn diesem werden
aller hochbertimpten Teutschen Personen, Geistlicher und Weltlicher, hohen unnd
nideren staths, Leben unnd namhaffte Thaten gantz warhafftig beschrieben |...] von
dem Grossen Carolo [...] har, in die siebenhundert jar, biss auff Keyser Maximilian
den ersten [...] / Erstlich durch den Hochgelerten Herren Heinrich Pantaleon fast
auss aller voelckeren Historien |...] fleissig in Latein zusammen gezogen, unnd mit
sampt aller beschribener personen biildtnussen [ ...] kiinstlich fiirgestellet. Jetzmalen
aber von dem [...] Authore selbs verteutschet, reichlich gemehret, und gebesseret |...]
(Basel, heirs of Nicolaus Brylinger: 1568).

Pantaleon Heinrich, Der dritte und letste Theil Teutscher Nation Heldenbuch: In diesem
werden aller hochberiimpten Teutschen Personen, Geistlicher und Weltlicher, hohen
und nideren staths, Leben und nammhaffte Thaten gantz waarhafftig beschrieben |...]
under den vier letsten Keyseren Maximilian I. Carolo V. Ferdinando, und Maximilian
II.von dem 1500 biss auff das lauffende 1570 jar [ ...] / Erstlich durch den Hochgelehrten
Herren Heinrich Pantaleon, zum theil auss vieler voelckeren Historien [...] in Latein
zusamen gebracht, und mit sampt vieler personen bildnussen fiirgestellet. Jetzmalen
abervon dem Authore selbs verteutschet, reichlich gemehret, geenderet, und gebesser-
et [...] (Basel, heirs of Nicolaus Brylinger Erben: 1570).

Pantaleon Heinrich, Teutscher Nation warhafften Helden, Erstlich durch den
Hochgelehrten Herren Heinrich Pantaleon, fastauf8 vieler volckern Historien,



300 ENENKEL

Chronecken, und geschichtrodlen, mit grosser arbeit fleissig zu Latein zusammen ge-
zogen, und mit sampt aller beschriebener personen bildnussen (so viel moglich) kiinst-
lich fiirgestellet. Jetzmalen aber von dem ersten Authore selbs verteutschet, reichlich
gemehret, und gebesseret, auch zu lob Teutscher Nation inn Truck verfertiget. Also
das der gemeine mann alle Teutschen Historien, von anfang der welt bif§ zu gemel-
deter zeit, inn flirgestelleten Personen leichtlich vermercken. Allen Fiirstlichen, Hohen
RittermefSigen, und Adelspersonen Teutscher nation gantz lustig, kurtzweilig, und
nutzlich von iren altvorderen und vorfaren zulesen (Basel, Oststein: 1578).

Pelc M., lllustrium imagines. Das Portritbuch in der Renaissance (Leiden — Boston:
2002).

Pelinck E., “De gravenramen van Willem Thybout en andere merkwaardigheden van
de Leidse Doelens’, Jaarboekje voor geschiedenis en oudheidkunde van Leiden en om-
streken 43 (1951) 77-93.

Rave P.O., “Paolo Giovio und die Bildnisvitenbiicher des Humanismus”, Jahrbiicher der
Berliner Museen 1 (1959) 119-154.

Romein J.,, “De functie van een historische fictie. De vermeende afstamming der
Germanen uit Troje in verband met het begrip der translation imperii”, in Romein J.
(ed.), Het onvoltooid verleden. Cultuurhistorische studies (Amsterdam: 1948) 209—220.

Ruyven-Zeman Z. van, “Willem Thybaut’, in Luijten G. — Suchtelen A. van -
Baarsen R. et alii (eds.), The Dawn of the Golden Age. Northern Netherlandish Art
1580-1620 (Zwolle: 1993) 493—500 [exhibition catalogue Rijksmuseum Amsterdam].

Schepper M. de, “Quem patrem patriae voluit/(Deus): Georgius Benedicti Wertelos
over Willem van Oranje”, Hermeneus 56 (1984) 244—245.

Scriverius Petrus, Batavia illustrata [...] (Leiden, Ludovicus Elzevir: 1609; 1611).

Scriverius Petrus, Illustrissimorum Hollandiae Zelandiaeque Comitum ac dominorum
Frisiae Icones et historia, in idem, Batavia illustrata [...] (Leiden, Ludovicus Elzevir:
1609; 1611) 1-184.

Scriverius Petrus, Principes Hollandiae et Westphrisiae (Haarlem, Pieter Soutman:1650).

Smit C.G.M., “Pieter Langendijk, ‘De graaven van Holland’ (1745). Een dichter verstrikt
tussen pacifisme en vaderlandsliefde’, in Grootes E.K. (ed.), Haarlems Helicon.
Literatuur en toneel te Haarlem védr 18oo (Hilversum: 1993) 163-175.

Tuynman P, “Petrus Scriverius. 12 January 1576—30 April 1660”, Quaerendo 7 (1977) 4—45.

Verheyen R.A.M., “Graven en gravinnen, getekend en vertekend. Een beschouwing over
het vroege Hollandse vorstenportret’, in Duindam H.FJ. (ed.), Holland in de der-
tiende eeuw. Leven, wonen en werken in Holland aan het einde van de dertiende eeuw
(The Hague: 1982) 50—69.

Vogelaar C., “De gravenramen door Willem Thybaut’, Lakenhal nieuws 1,9 (1996).

Volmert M., Grenzzeichen und Erinnerungsrdume. Hollindische Identitit in
Landschafisbildern des 15.-17. Jahrhunderts (Berlin — New York: 2013).



FROM CHIVALRIC FAMILY TREE TO “NATIONAL” GALLERY 301

Vosmeer Michiel — Galle Philip, Principes Hollandiae en Zelandiae, domini Frisiae |...].
Cum genuinis ipsorum iconibus [...] (Antwerp, Christopher Plantin for Philip Galle:
1578).

Ward J.P,, “Hadrianus Barlandus and a Catalogue of the Counts and Countesses of
Holland Published at Amsterdam by Doen Pietersz”, Humanistica Lovaniensia 55
(2006) 71-110.

Wertelos, Georgius Benedicti, Poemata posthuma, in quis Epigrammata, Epitaphia,
Elegiae, ed. Petrus Scriverius (Leiden, Christoph Guyot: 1601).

Wertelos, Georgius Benedicti, Carmina quaedam in funere Guilielmi, Principis Arausio-
nensis, Delphis parricidali manu occisi anno LXXXV [sic]. Additus est Epigramma-
tum libellus (Delft, Albertus Henricus: 1585).

Wertelos, Georgius Benedicti, De rebus gestis Principis Guilielmi comitis Nassovi,
Principis Nassovii, libri duo. Item Epinicia, Epigrammata varia et Epitaphia comitum
Hollandiae (Leiden, Joannes Paetsius: 1585).

Weissman A.W.,, “De portretten der graven van Holland te Haarlem”, Oud-Holland 35
(1917) 61—70.

Winter JM. van, “Willem Thybaut en de Hollandse gravenportretten’, Spieghel
historiael 6 (1971) 614—623.



CHAPTER 11

Dousa’s Medieval Tournaments: Chivalry Enters the
Age of Humanism?

Coen Maas

Ever since the emergence of medievalism in the early modern period, the
tournament — rife as it is with chivalric associations — has been a dominant fea-
ture of the Middle Ages in the historical imagination. In modern times, famous
tournament episodes, such as the one in Sir Walter Scott’s Ivanhoe, may well
have been an important factor that led to this result.! Obviously, the key role of
the tournament as a typical scene in medieval romance and its strong connec-
tions with the concept of courtly love made a major contribution to the fame
of the tournament as well.2 Given the well-known disinclination of humanist
scholars towards various facets of medieval culture and especially medieval
literature, it might be expected that they would express an aversion to tourna-
ments. From this point of view, it is perhaps not surprising that (mock) tourna-
ments feature prominently in early modern parodies of chivalry, such as Pietro
Aretino’s Orlandino or Miguel de Cervantes’ Don Quixote. At the same time, it
must be acknowledged that the organization of tournaments continued well
into the early modern period. Jacob Burckhardt described humanist attitudes
towards these events as dismissive:

Da half es nichts, daf schon Petrarca sich mit dem lebhaftesten Abscheu
tiber das Turnier als iiber einen gefdhrlichen Unsinn ausgelassen hatte; er
bekehrte die Leute nicht mit seinem pathetischen Ausruf: ‘man liest nir-
gends daf Scipio oder César turniert hitten! Die Sache wurde gerade in

1 On the role of Scott in the formation of modern ideas about the Middle Ages, see, for in-
stance, Chandler A., “Sir Walter Scott and the Medieval Revival’, Nineteenth-Century Fiction
19, 4 (1965) 315-332; more recently, Alexander M., Medievalism: The Middle Ages in Modern
England (New Haven — London: 2007), especially 24-64; Lynch A., “Nostalgia and Critique:
Walter Scott’s ‘Secret Power”, Postmedieval: A Journal of Medieval Cultural Studies 2, 2 (2011)
201-215.

2 See Blunk C.R,, La vois des hiraus: The Poetics of the Tournament in Late Medieval Chronicle
and Romance, PhD dissertation (University of Wisconsin-Madison: 2008); Bruckner M.T.,
“The Shape of Romance in Medieval France”, in Krueger R.L. (ed.), The Cambridge Companion
to Medieval Romance (Cambridge: 2000) 13—28, especially 19.

© COEN MAAS, 2019 | DOI:10.1163/9789004378216_013
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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Florenz férmlich populér; der Biirger fing an, sein Turnier — ohne Zweifel
in einer weniger gefahrlichen Form - als eine Art von regelrechtem
Vergniigen zu betrachten, und Franco Sacchetti hat uns das unendlich
komische Bild eines solchen Sonntagsturnierers aufbehalten. Derselbe
reitet hinaus nach Peretola, wo man um ein Billiges turnieren konnte, auf
einen gemietheten Firbergaul, welchem dann durch Bosewichter eine
Distel unter den Schwanz gebunden wird; das Thier nimmt den Reifaus
und jagt mit dem behelmten Ritter in die Stadt zuriick. Der unvermeidli-
che Schluf} der Geschichte ist die Gardinenpredigt der iiber solche hals-
brechende Streiche empérten Gattinn [sic].

It was in vain that from the time of Petrarch onwards the tournament
was denounced as a dangerous folly. No one was converted by the pa-
thetic appeal of the poet: ‘In what book do we read that Scipio and Caesar
were skilled at jousting? The practice became more and more popular in
Florence. Every honest citizen came to consider his tournament — now,
no doubt, less dangerous than formerly — as a fashionable sport. Franco
Sacchetti has left us a ludicrous picture of one of these holiday cavaliers —
a notary seventy years old. He rides out on horseback to Peretola, where
the tournament was cheap, on a jade hired from a dyer. A thistle is stuck
by some wag under the tail of the steed, which takes fright, runs away,
and carries the helmeted rider, bruised and shaken, into the city. The in-
evitable conclusion of the story is a severe curtain-lecture from the wife,
who is more than a little enraged at these neck-breaking follies of her
husband.?

Janus Dousa the Elder (1545-1604), one of the foremost Neo-Latin poets in
the Low Countries, also paid ample attention to tournament scenes when
construing an appropriate medieval past for his country in his poetic work of
history, the Annales rerum a priscis Hollandiae comitibus gestarum, published
by Aelbrecht Hendrickszoon in 1599. The inclusion of these serious and exten-
sive episodes is fascinating both in view of the sometimes satirical stance of
humanist scholars towards the tournament, and in comparison with the his-
torical tradition in Holland, in which tournaments occupy a fairly marginal

3 Burckhardt].C., Die Cultur der Renaissance in Italien. Ein Versuch (Basel: 1860) 362—363; trans.
S.G.C. Middlemore as The Civilisation of the Period of the Renaissance in Italy (Cambridge:
2014) vol. 11, n8-1g9 (slightly adapted). The quote is from Petrarch, Epistulae seniles X1, 13:
‘Nunquam sic lusisse Scipio legitur, nunquam Cesar’; when mentioning Sacchetti, Burckhardt
refers to Novella LX1v.
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position. Why did Dousa decide to reserve so much space for these episodes?
That is the question I would like to address in this article. In doing so, I will
discuss Dousa’s descriptions of three specific tournaments* and demonstrate
that in the Annales, various aspects of the tournament phenomenon were in-
corporated into Dousa’s intricate literary programme and made to serve the
political rhetoric of the work, demonstrating how the meaning attributed to
tournaments in Dousa’s medieval source texts was transformed to fit the early
modern context.

1 The Background: Tournaments in Holland

In order to discern how Dousa integrated the medieval tournament into the
structure of the Annales and to appreciate the transformation of its meaning
and function in this process, attention should be paid to some literary and
political background. Most importantly, it should be acknowledged that even
though Holland was in some respects a peripheral region during the Middle
Ages, this did not mean that the knightly tournament culture that flourished
in many parts of Europe was absent there. Antheun Janse has shown that no-
blemen from Holland had participated in tournaments at least since the thir-
teenth century, and that the first tournaments organized in Holland took place
no later than in the fourteenth century. These tournaments allowed partici-
pants to train their military skills, to display their martial prowess — especially
to a viewership of noble ladies — and to distinguish themselves as members of
the nobility. Tournaments organized by princes, often as part of court festivals,
also served to consolidate the political and military support for their author-
ity. From the fifteenth century onwards, the knightly character of the nobility
in Holland seems to have been in decline, and Janse did not find evidence of
tournaments held there during this period.

In the historiographical tradition in Holland, tournaments play a subor-
dinate role. The most important exception is the tournament held in Corbie

4 A fourth one, held in Trier in 1019, can be found in Dousa Janus, Annales rerum a priscis
Hollandiae comitibus per CCCXLVI annos gestarum continuata serie memoriam complec-
tentes (The Hague, Aelbrecht Hendrickszoon: 1599) 89. This short episode will not be taken
into account here, as this part of the Annales was written by Dousa’s son, so its contribution
to the literary programme and political rhetoric of the work as a whole is more difficult to
assess.

5 Janse A., “Toernooicultuur en adelscultuur in middeleeuws Holland”, Holland. Regionaal-
historisch tijdschrift 34, 3 (2002) 150-166. See also Janse A., Ridderschap in Holland. Portret van
een adellijke elite in de late middeleeuwen (Hilversum: 2001) 333-344.
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in 1234. Count Floris 1v of Holland participated in this tournament and was
killed. In the late thirteenth-century vernacular verse chronicle by Melis Stoke,
and also in many later medieval and early modern works of history, the event
is turned into a romantic tale. The Countess of Clermont had fallen in love
with Floris and persuaded her husband to organize a tournament so that she
would be able to admire him. Soon enough, she proved unable to hide her
infatuation from her jealous husband. A violent combat between Floris, the
husband, and their respective followers ensued, resulting in the death of both
men. The Countess subsequently contracted the disease known as amor hereos
(lovesickness) and died soon after. It has been remarked that the represen-
tation of this story is highly reminiscent of a medieval romance.” This is not
entirely surprising in view of the fact that tournaments were a staple ingredi-
ent of Middle Dutch Arthurian romances from the thirteenth century, such as
Ferguut, Die Riddere metter Mouwen, and Walewein, which evolved around the
concept of courtly love. In such stories, the tournament is part — and often the
climax — of a series of adventures that the knight has to endure on his quest
for a lady’s favour.®

The literary configuration of the tournament in the romances was also put
to effective use by the Habsburg dynasty that ruled the County of Holland fol-
lowing the death of Mary of Burgundy in 1482. In his autobiographical writings,
Maximilian 1 heavily relied on literary motifs from the Arthurian tradition.®
Both Weisskunig and Theuerdank include tournament scenes, and Freydal is

6 Stoke Melis, Rijmkroniek van Holland, ed. ].W]. Burgers (Hilversum: 1999) 122-124. Another
important medieval version can be found in De Beke Johannes, Chronographia, ed. H. Bruch,
Rijks geschiedkundige publicatién. Grote serie 143 (The Hague: 1973) 181-183. The early
sixteenth-century Divisiekroniek still follows this tradition: Aurelius Cornelius, Die cro-
nycke van Hollandt, Zeelandt ende Vrieslant (Leiden, Jan Severszoon: 1517) fols. 162 v—163 r.
For the treatment of the story by the early humanist historian Reynier Snoy, see Maas C.,
The Medievalism and Political Rhetoric in Humanist Historiography from the Low Countries
(1515-1609), Proteus 7 (Turnhout: 2018) 135-136.

7 Bruch H., “Floris IV sneuvelt in een tournooi”, Spiegel Historiael 19 (1984) 93-96. See also
Janse, Ridderschap in Holland 338. It may be added that the notion of amor hereos is close-
ly linked to the concept of courtly love: Boase R., The Origin and Meaning of Courtly Love:
A Critical Study of European Scholarship (Manchester — Totowa: 1977) 132—133. It is also inter-
esting to note that in Der minnen loep, a didactic poem on love by Dirc Potter (ca. 141-1412),
the episode is interpreted as exemplifying a tragic but proper form of love: Potter Dirc, Der
minnen loep, ed. P. Leendertz (Leiden: 1845-1847) vol. 1, 153-158.

8 See, for instance, Smith S., “Een martiale monnik. Over moniage, tenue en toernooi in Die
Riddere metter Mouwen”, Voortgang. Jaarboek voor de Neerlandistiek 23 (2005) 33—90 (espe-
cially 33 and the literature mentioned in footnote 2).

9 Williams G.S., “The Arthurian Model in Emperor Maximilian’s Autobiographic Writings
Weisskunig and Theuerdank”, Sixteenth Century Journal 11, 4 (1980) 3—22.
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completely dedicated to tournaments. Theuerdank, Maximilian’s partly fic-
tional narrative poem about his journey to marry Mary of Burgundy, was prob-
ably the most influential of these writings, as it was the only one to appear
in print, in a beautiful 1517 first edition with woodcuts designed by, amongst
others, Leonhard Beck, Hans Burgkmair the Elder, and Hans Schiufelein
[Fig. 11.1]. Chapters 101-107 of the poem describe a tournament in which the
noble knight Theuerdank, Maximilian’s alter ego, defeats six adversaries in var-
ious types of combat, after which he is crowned with a laurel wreath by Queen
Ehrenreich, Mary of Burgundy’s fictional counterpart in the poem.!° Similarly,
when Maximilian’s great-grandson, the future Philip 11 of Spain, visited the
Netherlands in 1549, an important part of the famous festivities held in Binche
(Hainaut) consisted of tournaments. The festivities were carefully scripted
symbolic performances in which Philip would emerge as victor, divinely or-
dained deliverer, and epitome of chivalric virtue, freeing prisoners from a dark
castle with the help of an enchanted sword drawn from a pillar. The symbolism
of the festivities clearly drew on chivalric literature, Amadis de Gaula in par-
ticular. In a German publication commemorating the celebrations, woodcuts
from Theuerdank were reused, creating a certain continuity in the visual lan-
guage used to represent the chivalric virtues of the Habsburg rulers.!!

2 Dousa’s Political and Literary Commitments

Janus Dousa the Elder’s Annales rerum a priscis Hollandiae comitibus gestarum,
the work that will be discussed in this paper, appeared in a different literary
and political context than the chivalric tournaments of the Habsburg court.
Dousa [Fig. 11.2] was deeply involved in the political scene of the Republic of
the Seven United Netherlands, which had successfully broken away from its
Habsburg king, Philip 11 of Spain, in 1568. Six years later, Dousa was charged
with the defence of the city of Leiden against the troops of the duke of Alba.
When the siege was lifted, it was decided that a university should be founded
in the city. As a reward for his efforts, Dousa became a member of the new

10  Die Geverlicheiten und eins Teils der Geschichten des loblichen streitbaren und hochberiimb-
ten Helds und Ritters Tewrdanncks (Augsburg, Hans Schonsperger: 1519) fols. KV r—m111 1.

11 Frieder BK, Chivalry and the Perfect Prince: Tournaments, Art, and Armor at the Spanish
Habsburg Court, Sixteenth Century Essays and Studies 81 (Kirksville, MO: 2008) 135-158.
See also Strong R.C., Splendor at Court: Renaissance Spectacle and the Theater of Power
(Boston: 1973) 107-109; Peters E., “1549 Knight’s Game at Binche: Constructing Philip 11’s
Ideal Identity in a Ritual of Honour”, in Falkenburg R. (ed.), Hof’, staats — en stadsceremo-
nies, Nederlands kunsthistorisch jaarboek 49 (Zwolle: 1998) 11—35.
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FIGURE 111 Leonhard Beck, woodcut depicting a jousting scene. From: Die Gever-
licheiten und eins Teils der Geschichten des loblichen streitbaren und
hochberiimbten Helds und Ritters Tewrdanncks (Augsburg, Schonsperger:
1519). fol. L r (woodcut no. 103)

IMAGE © KONINKLIJKE BIBLIOTHEEK, THE HAGUE
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Willem van Swanenburgh, portrait of Janus Dousa the Elder. Engraving,
taken from: Johannes Meursius, Athenae Batavae (Leiden, Andries
Clouck — Officina Elzeviriana: 1625) 87
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university’s board. In the years 1584 and 1585, he participated in embassies to
Queen Elizabeth 1 of England. In 1591, he was appointed as a member of the
Supreme Court of Holland, Zeeland, and West-Friesland.!?

The genesis of the Annales rerum a priscis Hollandiae comitibus gestarum
[Fig. 11.3] is also closely connected with the Dutch Revolt. In this work, Dousa
describes the history of Holland from 841 until 1207. Until the publication of
Dousa’s works, knowledge about these centuries, when Holland was still a
more or less independent county within the Frankish kings’ sphere of influ-
ence, was only readily accessible in late medieval and early humanist works
printed in the Low Countries under the Burgundian-Habsburgian regime; the
newly founded Dutch Republic did not yet have a historiography of its own.!3
Under these circumstances, the University of Leiden in 1585 commissioned
Dousa to write a new prose history of Holland. This prose work was published
in 1601; the metrical work of history, which will be examined in this article,
was a product of the same historical inquiries and had been released two years
before.'* After the publication of the prose history, Dousa was rewarded by the
States of Holland with a golden chain and a medal worth six hundred pounds.
In addition, he was granted an exemption from the obligation to appear in the
Supreme Court.!>

From a literary point of view, Dousa and his oeuvre are far removed from
the conventions of the medieval romantic novel. Dousa was one of the fore-
most Neo-Latin poets and philologists of the late sixteenth century. He wrote
various collections of Latin epigrams, odes, elegies, and satires after classical
models; he compiled editions, commentaries, and collections of text-critical
remarks for Sallust, Horace, Catullus, Tibullus, Petronius, and Sulpicia, and he
contributed to the philological work of his sons on Plautus and Lucilius. Both

12 For the biographical facts, see Heesakkers C.L., Praecidanea Dousana. Materials for a
Biography of Janus Dousa Pater (1545-1604): His Youth (Amsterdam:1976); Heesakkers C.L. —
Reinders WM.S., Genoeglijk bovenal zijn mij de Muzen. De Leidse Neolatijnse dichter Janus
Dousa (1545-1604), Leidse opstellen 19 (Leiden: 1993); Vermaseren B.A., “De werkzaamheid
van Janus Dousa Sr (} 1604) als geschiedschrijver van Holland”, Bijdragen en mededelingen
van het Historisch Genootschap 69 (1955) 49-107; Blok P.J. — Molhuysen P.C. (eds.), Nieuw
Nederlandsch biografisch woordenboek (Leiden: 1911-1937) vol. V1, 425—429. Dousa himself
describes the main outlines of his political career up to 1593 in Dousa Janus, Epistolae
apologeticae duae (Leiden, Christophorus Raphelengius: 1593) 3-10.

13 For the development of historiography in Holland, see Kampinga H., De opvattingen over
onze oudere Vaderlandsche Geschiedenis bij de Hollandsche historici der XVIe en XVIle
eeuw (The Hague: 1917).

14 For Dousa’s commission to write a history of Holland, see Vermaseren, “De werkzaam-
heid” 58.

15  Vermaseren, “De werkzaamheid” 65-66.
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of Dousa’s works of history are part of this classicist programme as well. The
Annales rerum a priscis Hollandiae comitibus gestarum were written in Latin
elegiac distichs and, as will be discussed in more detail below, follow the clas-
sical model of Ovid’s Fasti rather than such examples as Stoke’s verse chronicle
or medieval epic poetry.

Since existing representations of tournaments in Holland were strongly
connected with the literary genre of chivalric romance and the political pro-
paganda of the Habsburg dynasty, Dousa’s background as a humanist, as well
as his active involvement in the war of independence against the Habsburg
rulers of Holland, makes it very likely that the literary and political significance
of medieval tournaments in the Annales rerum a priscis Hollandiae comitibus
would be sharply different from that in the works of his medieval predecessors.
The likelihood of discontinuity is increased even further when one takes into
account the fact that Dousa was one of the few historians in the early mod-
ern Low Countries to refer to the Middle Ages as a chronological category by
technical terms, such as media aetas and medium tempus, and employed this
periodization to distinguish himself from previous historians.!¢ In the remain-
der of this article, it will be discussed how these discontinuities affected the
representation of tournaments in the Annales.

3 Games, Glorification, and the Epic: The Tournament in Liége (1048)

The first tournament scene I would like to examine is the one set in Liége in the
year 1048. The nucleus of the story about the tournament is as follows. Dirk v,
count of Holland, happened to be in Liége when a tournament was organized.
Dirk participated in the tournament, but by accident he fatally wounded a no-
bleman who was a brother of both the archbishop of Cologne and the bishop
of Liege. Although he was chased by a mob of angry knights, Dirk succeeded in
leaving Liege and returning to Holland safely, but two of his own knights were
killed.'”

Dousa found this story in medieval chronicles from the fifteenth century,
such as Johannes Gerbrandszoon a Leydis’ Chronicon comitum Hollandie et
episcoporum Ultraiectensium (the first version of which was written around

16 For an analysis of Dousa’s concept of the Middle Ages, I refer the reader to Maas C.,
“Covered in the Thickest Darkness of Forgetfulness’: Humanist Commonplaces and the
Defence of Medievalism in Janus Dousa’s Metrical History (1599)", in Montoya A.C. —
Romburgh S. van — Anrooij W. van (eds.), Early Modern Medievalisms: The Interplay be-
tween Scholarly Reflection and Artistic Production, Intersections 15 (Leiden: 2010) 329—345.

17 Dousa, Annales 96—97.
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1468), the Florarium temporum (finished in 1472), and the Oude Goutsche
chronycxken (first published in 1478).18 It is striking that Dousa was willing to
use these sources here, since he usually rejected late medieval historiography
as being unreliable.’® This critical attitude towards the tradition has in fact
been praised as a vital catalyst for progress in Dutch historiography. Herman
Kampinga, for instance, called Dousa a ‘pathfinder in the field of scholarly
historical investigation’2® Although this reputation is generally by no means
undeserved, the standards of reliability Dousa applied to the tournament in
Liége are rather lax — a circumstance that may well suggest that the episode
has special thematic significance for his work.

The chroniclers used by Dousa refer to the tournament as torneamentum,
hastiludium, and tirocinium, but do not provide a detailed description of the
event, nor do they give a clear interpretation.?! Dousa, on the other hand, man-
ages to write two pages of verse in a rather detailed manner that he refers to
in a marginal note as a Graphica Ludorum Equestrium |[...] descriptio.?? This
inflation of the historical sources was no doubt facilitated by the rhetorical
techniques of exuberant text composition (copia) that played a key role in hu-
manist education. Pupils were trained in expanding brief stories and arguments
into full-fledged narratives and declamations.?? In De duplici copia verborum

18 Dousa, Annales 96, indicates that he used a manuscript of the Florarium temporum as well
as some authors referred to as Annales nostrates.

19  For Dousa’s critique of late medieval historiography in the verse Annales, see Maas,
Medievalism and Political Rhetoric. 320-334-.

20  Kampinga, De opvattingen 25-37. Cf. Waterbolk E.H., Twee eeuwen Friese geschiedschrij-
ving. Opkomst, bloei en verval van de Friese historiografie in de zestiende en zeventiende
eeuw (Groningen: 1952) 193-194, 201; Maas, Medievalism and Political Rhetoric 320-334,
348-353, 383—385. The quote is from Kampinga, De opvattingen 25: ‘padvinder voor de
wetenschappelijke geschiedvorsching'

21 For the version of the story in the Florarium temporum, see Bayerische Staatsbibliothek,
MS. Clm 10436, fol. 176 1. For two examples of the late medieval chronicles Dousa might
have used, see Leydis Johannes Gerbrandszoon, Chronicon Hollandiae comitum et episco-
porum Ultrajectensium, ed. Franciscus Sweertius (Frankfurt, Daniel and David Aubry and
Clemens Schleich: 1620) 124-125; Het oude Goutsche chronycxken van Hollandt, Zeelandt,
Vrieslandt en Utrecht, ed. Petrus Scriverius (Amsterdam, Jan Hendrickszoon Boom, Joost
Pluymer, and Casper Commelijn: 1663) 29.

22 Dousa, Annales 96.

23 See, for instance, Erasmus Desiderius, De ratione studii, ac legendi interpretandique au-
thores libellus aureus (Strasbourg, Matthias Schiirer: 1518) fols. vi v—v111 r. Erasmus briefly
refers to the treatment of amplificatio in Quintilian, Institutio oratoria v111, 4, 1-3. For
the concepts of amplificatio and copia in the classical and humanist rhetorical tradi-
tion, see Bauer B., “Amplificatio”, in Ueding G. (ed.), Historisches Worterbuch der Rhetorik
(Tiibingen: 1992—2015) vol. 1, 445471, especially 449—452 (Middle Ages) and 452—457 (hu-
manism); Cave T., The Cornucopian Text: Problems of Writing in the French Renaissance
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acrerum, published in 1512 for St Paul’s School in London, for instance, Erasmus
had provided a comprehensive catalogue of strategies that could be used both
to elaborate on the wording of any given discourse and to flesh out its subject
matter.2* Hypotyposis (or descriptio, the term used in Dousa’s marginal note)
is one of the techniques in the second category: filling in concrete and vivid
details about an event, the persons involved, their character and words, and
the event’s circumstances and consequences. Dousa thought that the uberior
dicendi copia resulting from these was particularly fitting for poetic discourse,
and indeed the descriptions of the tournaments in the verse Annales are much
more extensive than their counterparts in his prose history.25

From an interpretive point of view, it is especially relevant to recognize what
choices are made in expanding the source material. In this respect, it should be
noted that in Dousa’s description of the tournament in Liege, the chivalric as-
pects of the tournament are not very prominent. Although prowess and cour-
age are, of course, present, other knightly virtues, such as piety, modesty, and
loyalty, do not play a noticeable role in Dousa’s account of this tournament,
and the same is true of the concept of courtly love. The magical elements from
the tradition of Arthurian romance are absent as well. Moreover, Dousa does
not display a very keen interest in the precise execution of the tournament,
although it seems that he is describing individual jousting rather than the tra-
ditional group fight known as mélée. Rather, the more striking aspects of the
passage are its visually suggestive character and the numerous references to
epic subtexts. The following verses about the death of the nobleman and the
reactions of the other participants provide a good example of these elements:

(Oxford: 1979) 3—34. For their role in humanist education, also see Mack P., “Humanism,
Rhetoric, Education’, in Hamilton D.B. (ed.), A Concise Companion to English Renaissance
Literature (Malden, MA: 2006) 94113, especially 103-104. Amplificatio was also a key ingre-
dient of medieval poetics: Faral E., Les arts poétiques du XII¢ et du XIII® siécle. Recherches
et documents sur la technique littéraire du moyen dge (Paris: 1924) 61-85.

24  Erasmus Desiderius, De duplici copia verborum ac rerum commentarii duo (Paris, Badius
Ascensius: 1512).

25  For Dousa’s comparison of poetic and historiographical discourse (“De poeticae artis cum

*#¥*1111 v. The quote is

from fol. ***111 v. Cf. fol. *** r: ‘vel rerum copia, vel sententiarum varietate abundantes..

On fol. ***1111 v Dousa lists a number of devices that can be used in poetry to prevent the

historia Communione et Societatis”), see Annales fols. **1111 r—

reader from becoming tired or bored: figurarum varietas, temporum ac locorum descrip-
tiones, similitudines, amplificationes, exempla, elogia, apostrophae, and orationes. For the
descriptions of the tournaments in the prose history, see Dousa Sr. Janus — Dousa Jr. Janus,
Bataviae Hollandiaeque annales (Leiden, Christophorus Raphelengius: 1601) 393-394,
394395, 451, 457—-458. On p. 451 the reader is in fact referred to Annales 33—37 for more
detailed information about tournaments.
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Ille suo<s> flavos foedans in pulvere crines
Labitur, et pressam calcibus urget humum.

Intumuere Eburonum alae Germanaque signa:
Nil medium, caedem caede piare volunt.

‘Devotum mactate caput’; vox omnibus una est.
Una nec unius iam petit hasta latus.

Tela volant, reboat Cataphractorum ictibus aether.
Me miserum, ludos hoc celebrare fuit?

Ille viam contra dextra laevaque timendus
Ferro aperit: Tungro sanguine terra rubet.

He falls, defiling his blond hair in the dust, and he burdens the soil pressed
by his heels. The divisions from Liége and the German army rise: there is
no middle course, they want to avenge slaughter with slaughter. ‘Sacrifice
that head vowed to God, they all shout with one voice. More than one
lance seeks the side of one man. Missiles fly and the air resounds with
the blows delivered by the armoured knights. Poor me, was that a way to
celebrate games? With his sword, the fierce count clears his way on the
right and on the left: the soil turns red with the blood from Liege.26

The phrase foedans in pulvere crines in this passage is an allusion to the scene
in the last book of the Aeneid where Turnus declares that he will fight Aeneas
in single combat.?” This reference seems to add little more than generic epic
flavour: it draws attention to bravery and physical prowess as key values in epic
poetry.

The words vox omnibus una est, however, point towards a more specific epic

background for Dousa’s tournament scene. These words are borrowed from the
fifth book of the Aeneid, in which the funeral games for Anchises are described.?8
And it is not an isolated reference: Dousa uses at least three phrases from the

fifth book of the Aeneid in his description of the tournament in Liége,2® which

26
27

28
29

Dousa, Annales 97.

Virgil, Aeneid X11, 97: ‘semiviri Phrygis et foedare in pulvere crinis’ The phrase is also al-
luded to in Ilias Latina 323 (‘Iliacoque tuos foedaret pulvere crines’), but I suppose the
verse from the Aeneid - the more canonical work — would come to mind more readily for
an early modern reader.

Virgil, Aeneid v, 616: ‘et tantum superesse maris, vox omnibus una.

Apart from the allusion mentioned above, the verse ‘Nam vidisse parum est: belli simu-
lacra ciere’ (Dousa, Annales 96) refers to Aeneid v, 674 (‘qua ludo indutus belli simulacra
ciebat’), and the verse ‘Mox tuba commissos solito canit ordine ludos’ (Dousa, Annales
96) refers to Aeneid v, 13 (‘et tuba commissos medio canit aggere ludos’).
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he also refers to as Ludicra Troiae, a term that is no doubt intended to conjure
up the famous lusus Troiae that were introduced (or ‘revived’) by Julius Caesar
in 46 or 45 BC and for which Virgil provided the etiological underpinnings in
the fifth book of the Aeneid.3° Thus, on the level of genre, the medieval tourna-
ment is turned into the equivalent of the games that had formed a standard
ingredient of the classical epic genre since the description of the funeral games
for Patroclus in the twenty-third book of Homer’s Iliad.3! Dousa’s tournament
scenes contribute to the epic side of the Annales both as symbols of martial
values and as counterparts to these epic games. The parallel between Dousa’s
Annales and Virgil's Aeneid also operates at the level of the events, however. At
thislevel, alink is created between the glorious past of Holland and the illustri-
ous history of the Roman Empire. This analogy seems particularly apt because
Virgil’s description of the funeral games for Anchises ends with the burning of
several Trojan ships at Juno’s instigation, while the next episode after the tour-
nament in Liége is Dirk 1v taking revenge by burning the merchant ships from
Cologne and Liege in the port of Dordrecht.

The epic games from the Aeneid are not Dousa’s only model at the event
level, however. A second model should be mentioned here: Ovid’s description
of the battle of the Cremera, in which 306 members of the gens Fabia unsuc-
cessfully fought against the Etruscans (477 BC). In the passage I just quoted, the
relevance of this event is revealed by the words Tungro sanguine terra rubet,
which are a variation on the words Tusco sanguine terra rubet from the second
book of Ovid’s Fasti.3? A second reference to Ovid’s account of the battle of
the Cremera is found a few pages later, when Dousa describes the battle at
Dordrecht against an army raised by the archbishop of Cologne and the bishop
of Liége, who were enraged at Dirk’s burning of the ships.33 Again, the medi-
eval tournament in Holland is presented as a re-enactment of ancient Roman
history.

This presence of allusions to Ovid’s Fasti is not entirely surprising. The Fasti
served as the main mould for Dousa’s work and provided the metre (elegiac

30  Virgil's description of the lusus Troiae can be found in Aeneid v, 545-602. See also
Suetonius, Divus Iulius 39, and Cassius Dio XLIII, 23, 6, for Caesar’s introduction of the
game.

31 See, for instance, Lovatt H., Statius and Epic Games: Sport, Politics, and Poetics in the
Thebaid (Cambridge: 2005), especially 1—22.

32 Ovid, Fasti 11, 212.

33  The verses are found in Dousa, Annales 99 (‘Sic ventum in Batavos: quos postquam vin-
cere aperte / Non datur, insidias gens Alemanna parat’) and refer to Ovid, Fasti 11, 213—
214 (‘sic iterum, sic saepe cadunt; ubi vincere aperte / non datur, insidias armaque tecta
parant’).
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distichs), the narrative patterns, and the main source of intertextual referenc-
es. One might wonder, however, why Dousa decided to combine the models
of the Fasti and the Aeneid, in the tournament scenes as much as in the rest of
the Annales. The two models are easily reconciled, however, when one takes
into account that for Dousa, Ovid’s Fasti are a historical epic about the Roman
people rather than a versified calendar. In his introduction, for instance, Dousa
says that he opted for the gentler sound of the humble elegiac distich instead
of the epic grandeur of the hexameter, ‘after the example of Ovid, who was
not working on a very dissimilar subject, when he wove most of the deeds of
the people of Rome (Populi Romani Gesta) into the most exquisite scroll of his
Fasti'3* Both the Aeneid and the Fasti therefore seem to have played a role in
the modelling of Dousa’s Annales as a ‘national’ historical epic that glorifies
the heroic past of his country and puts it on a par with the illustrious history
of Rome.%>

Of course, this laudatory perspective on the past, which is more or less in-
herent in the genre of (historical) epic, could be very convenient for people
using it for contemporary reasons. Thus, Dousa chose to present the Annales
as a kind of foundation myth for the newly founded Dutch Republic. In his
introduction, he wrote:

Sed enim conclamatae paene Antiquitati ante omnia subveniendum,
simul ad aborigines nostros, tanti Principatus conditores, oculatae men-
tis acies paulisper reflectenda, unde ad hoc pulcherrimum denique ac va-
lidissimum reipublicae corpus, quod hodie obtinemus, [...] perventum.

But yet above all, we should come to the assistance of antiquity, which
has almost been bewailed [that is, it had been so grossly neglected that
knowledge about it had nearly vanished], and at the same time we should
for a while direct the keenness of our mental vision towards the original

34  Dousa, Annales fols. **11 v—"*111 r: ‘Ad Nasonis exemplum scilicet, qui non nimis absimili
argumento plaeraque Populi Romani Gesta exquisitissimo Fastorum suorum Volumini
intexuit. For the idea that the Annales do not fit neatly within one literary genre, also
see Heesakkers C.L., “Historia proxima poetis’: la storia neolatina in versi di Janus
Dousa sui conti di Olanda (1599)", in Nichilo M. de — Distaso G. — Iurilli A. (eds.), Confini
dell’'Umanesimo letterario. Studi in onore di Francesco Tateo (Rome: 2003) vol. 11, 747-763,
especially 760—761.

35  This idea of a ‘national epic’ is reinforced by a third subtext, Ennius’ Annales, which
provided the title for Dousa’s work and to which Dousa refers many times. For the role
of Ennius in Dousa’s verse history, see Maas, Medievalism and Political Rhetoric 312, 342;
Heesakkers, “Historia proxima poetis” 761. However, in the tournament scenes Dousa
does not seem to make any specific references to Ennius.
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inhabitants of our country, the founders of such a great dominion, from
which we have arrived at this exceptionally beautiful and strong body of
the state that we have today.3%

As T have argued before, one of the important objectives of the Annales in
providing a glorious foundation myth for the Dutch Republic seems to be the
creation of legitimacy for the Dutch Revolt against the Spanish authorities.3”
Within that context, it may also be suggested that when Dousa describes in
extenso the glorious feats of the counts of Holland during tournaments, he
implicitly competes with the propaganda of the Habsburg court, which —
as has been described above — also relied on the tournament as a means to
demonstrate its grandeur and legitimacy: the native leaders of Holland prove
themselves to be virtuous champions of the people every bit as much as their
foreign rivals.

4 Elegiac Love and Genre Experimentation: The Tournament in
Magdeburg (937) [Fig. 11.4]

Dousa’s interpretation of the Fasti as a historical epic does not mean that the
genre play between epic and elegy that is so characteristic of the Fasti is absent
from the Annales. On the contrary: the rivalry between both genres is carried on
in the Annales, resulting in a degree of literary complexity that allows Dousa to
incorporate different aspects of the tournament into his work. This can be seen
especially well in the description of two other tournaments in the Annales,
the ones set in Magdeburg in the year 937 and the one set in Rothenburg ob
der Tauber in the year g942. The only information available to Dousa about
these events was that Dirk 11, count of Holland, participated in these tourna-
ments — a fact that had been mentioned in Georg Riixner’s Turnierbuch (1530)
and its Latin adaptation by Franciscus Modius, the Pandectae Triumphales
(1586). In fact, it seems that both tournaments were completely made up by
Riixner, as there is no evidence for the existence of tournaments at all before

36  Dousa, Annales fol. ** v. Cf. 26 (‘Hollandi conditor Imperii’) and 68 (‘tantae / Hollandam
gentem condere molis erat, with an allusion to Virgil, Aeneid 1, 33: ‘tantae molis erat
Romanam condere gentem’). Because of the patriotic tendencies in Dousa’s poetic pro-
gramme, Heesakkers calls the poem a ‘national epic’: for instance, Heesakkers, “Historia
proxima poetis” 761—762.

37  Maas, Medievalism and Political Rhetoric 307—308, 341-344.
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the twelfth century.3® Again, Dousa here seems to assume a milder attitude
towards his sources than he generally does, as he criticizes the chronological
messiness of Riixner’s account without drawing the conclusion that Riixner’s
account — which is not particularly rich in source references - is flawed on a
more fundamental level.39

Despite his reputation for historical accuracy, Dousa succeeds in writing
almost five pages of distichs about the event. In this passage, he situates the
invention of the tournament in the time of Henry the Fowler, who was king
of the Romans from 919 until 936. According to Dousa, the original aim of the
tournament was to keep soldiers in shape in times of peace. Subsequently, the
poet goes on to describe the three days’ tournament in Magdeburg, allegedly
held in the year 937. He refers to the preparations, the shining armour, the
inspection of the helmets, the strict rules of the tournament, the punishments
for non-compliance, the announcements by the herald, the sound of the trum-
pets, the participating noblemen who came from all over the Holy Roman
Empire (with special attention given to the count of Holland, of course), the
jousting with wooden lances (here Dousa probably means the Kolben, a kind
of wooden club used in late medieval tournaments), and the crowds of female
spectators. This description seems to be based almost entirely on information
found in Riixner’s Turnierbuch. Especially for the origins of the tournament
and its rules, it seems likely that Dousa consulted these sources, especially in
view of the fact that the institution of the tournament by Henry the Fowler was
an invention by Riixner, who also projected the fifteenth-century rules of the
game back onto this early period.#° This could also account for Dousa’s anach-
ronistic focus on the joust rather than the mélée.

Dousa’s verses about the interaction between men and women during
the tournament are presented as part of a poetic digression from the martial
subject matter of the work in general. Dousa asks Calliope, the muse of epic
poetry, to follow him on the day before the lance fights begin, ‘for Venus’ day
requires other games, other spectacles than these; she has given security to her

38  Jackson WH., “The Tournament and Chivalry in German Tournament Books of the
Sixteenth Century and in the Literary Works of Emperor Maximilian I, in Harper-Bill C. -
Harvey R.E. (eds.), The Ideals and Practice of Medieval Knighthood (Woodbridge: 1986)
49-73, especially 51. For the origins of the tournament, see also Keen M.H., Chivalry (New
Haven: 1984) 83-84.

39 Infact, Dousa even vouches for Riixner’s truthfulness. See Dousa, Annales 37: ‘Nam quod
ad Hollandum Comitem, et Gotha pertinet arma, / Ruxnero certum est credere: vera
refert. Dousa limits his critique to Riixner’s chronology, which he refers to here as ‘hal-
lucinatio in temporum ratione perperam subducta’. This point is explained in more detail
in Dousa Sr. — Dousa Jr., Bataviae Hollandiaeque annales 394—-395.

40 Jackson, “The Tournament and Chivalry” 51.
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husband Mars'#! At the end of the digression, Dousa explicitly indicates that
he regards the excursus as elegiac:

But it will be time to cut short the games, after the pressed hair has borne
the helmet long enough. There has been more than enough indulgence
in arms and broken lances. Therefore, return to the Fasti now, Elegy; from
this by-road we have to go back to the Fasti in orderly fashion, giving ev-
eryone the praise he deserves.*?

In Dousa’s description of the tournament in Magdeburg, the ample attention
paid to the presence of women and the heavy emphasis placed on the roman-
tic aspects of the tournament are striking, especially in contrast to the way he
described the tournament in Liege, which was characterized by a focus on the
martial aspects of the spectacle.*® I will quote a few verses from the former
passage to illustrate my point. According to Dousa’s marginal notes, the words
between quotation marks (added here by myself) should be understood as
being spoken by the young participants in the tournament.

Rarus honos, nympharum encomia posse mereri;
Rarior, a cara pignora ferre manu.

Nec mihi quis regum dona, aut praeconia iactet.
An tribui hac merces dignior ulla potest?

O decora, o nostrae merces male cognita pubi;
Illa quoque Hesperium trans mare digna peti.

‘Solus honesta equiti scisti dare praemia, Caesar:
Haec mihi si dederis, iam cataphractus ero.

41 Dousa, Annales 35: ‘Cras, (ut rumor ait,) puris certabitur hastis. / Spectatum, o, mecum
(Calliopeia) veni. / Quippe alios ludos, alia his spectacula poscit / Lux Veneris; Marti sat
dedit illa suo’ It is somewhat unclear to me to which days exactly Dousa is referring. The
tournament was held on Tuesday, Wednesday, and Thursday, according to his account
(see also Riixner Georg, Anfang, ursprung unnd herkommen des Thurniers inn teutscher
nation, Siemern, Hieronymus Rodler: 1532, fols. xxx11 v—xxx111 v). The day before the
lance fights cannot be Friday, then, as the phrase lux Veneris may suggest.

42 Dousa, Annales 37: ‘Sed iam tempus erit ludos incidere, postquam / Sat galeam pressae
sustinuere comae: Indultumque armis, et rupta hastilia abunde; / Proinde iterum ad
Fastos nunc (Elegia) redi; / A diverticulo repetendos ordine Fastos: / Elogium tribuens
unicuique suum’. Note that Dousa uses the term [udi again, which may be taken as an-
other reference to the phenomenon of epic games (see, for instance, Virgil, Aeneid v, 113
and 605).

43  Perhapsthe idea was suggested to Dousa by the name of city (‘the city of virgins’), to which
he refers by both its German name (Magdeburg) and its Greek version (Parthenope)?
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Formosae, o, tantum spes sit placuisse puellae.
Cedet Amiclaeo iam mihi Castor equo.

Nam mihi quo plausus, quo niceteria vulgi,
Eludit palmas si domina una meas?

Da veniam, Caesar: nec iam tua Munera tanti:
Et satis est, faveat si Pasicompsa mihi.

It is a rare honour to be able to deserve the praise of the maidens; even
rarer to take up the tokens from a precious hand; let no one take pride
with me in royal proclamations and gifts. Or can any worthier reward
be assigned than that one? Oh, the glory and rewards that are so badly
known to our youth! They are also worthy of being pursued beyond the
Western sea. ‘Only you, Caesar, were able to give honourable rewards to
the knight: if you give them to me, I will be your armoured knight. Oh, let
there only be hope to have pleased the beautiful girl — even Castor will
give way to me on his Laconian horse. For how can the applause and the
prizes of the people be of any use to me, if my only mistress mocks my
palms of victory? Forgive me, Caesar, your gifts are not worth that much:
and it is enough if Pasicompsa is well disposed towards me’#4

In this passage, Dousa leans heavily on classical love poetry, although subtle
differences are noticeable. The words trans mare digna peti, for instance, are
borrowed from the Heroides, specifically the letter from Leander to Hero.*> In
this letter, Leander says that he would cross the sea for Hero’s kisses; in Dousa’s
work, the speaker’s attention has a more symbolic and sublimated focus: the

tokens of favour (pignora) given by the noble ladies to the most successful

knights, described by Riixner as a wreath (Krdnzlin, translated by Dousa as

serta) with a piece of jewellery.#6 In addition, Dousa quotes another verse from
the Heroides, this time from Helen’s letter to Paris.*” While Helen admits that
Paris’ gifts are not enough for her to stay with him, Dousa reverses the situation

44

45
46

47

Dousa, Annales 36. The marginal notes read: ‘Huc iuvenes aequum est contendere’. And:
‘Ex quorum persona potius, quam ex mea, cum haec tum quae sequuntur dicta accepi
velim; Ornatus tantum gratia a nobis intertexta hoc loco, more poetis non inconsueto’.
Ovid, Heroides XV111, 102: ‘oscula, di magni, trans mare digna peti!.

Riixner, Anfang, ursprung unnd herkommen fol. Xv111 r: ‘welche Vier in solchem Thurnier
vnd Ritterspil das best thetten, das die fiir die andern globt vnd gepreifit wurden, denen
gaben Frawen vnd Junckfrawen den danck; das was eyn Krintzlin bei weilen mit eynem
angehenckten Cleynodt oder hefftlin’. Dousa, Annales 36: ‘Serta, inserta suo quae bacca
ornaverit auro, / Serta, favor dantis quae pretiosa facit’.

Ovid, Heroides XVT11, 225: ‘da veniam fassae! non sunt tua munera tanti’.
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and has the speaker reject the emperor’s rewards in favour of the love of his
elegiac mistress (domina), referring to her as Pasicompsa, which is the name
of a character in Plautus’ Mercator who is sought as a mistress by several other
characters. And thirdly, together with a few other words, the phrase haec mihi si
dederis refers to the description of the rape of the Sabine women in Ovid’s Ars
amatoria.*® While Ovid suggests that he would like to be one of the Romans
involved in that story if could get the accompanying commoda, the speaker in
Dousa’s poem would like to become a knight if he could obtain the Aonesta
praemia promised by the emperor.

In this way, Dousa enters into a competition with Ovid, and it seems that
he tries to outdo Ovid by proposing the tournament as a more sublimated, el-
evated, and chaste type of love.9 It may well be that this representation of the
tournament is ultimately inspired by chivalric descriptions of tournaments in
medieval romances, although classical poetry always remains the main frame
of reference for Dousa.5° At the level of genre, the passage shows that Dousa
is not a typical epic poet. After the model provided by Ovid’s Fasti, he blends
elegiac elements into his heroic poetry, thus continuing Ovid’s playful explora-
tion of the border zone between epic and elegy in the Fasti.5!

5 Loyalty and Respect: The Tournament in Rothenburg ob der Tauber
(942)

After describing the role of the women during the tournament in Magdeburg,
Dousa’s poetic narrator interrupts his digression with Ovidian self-
consciousness,>? recapitulates his narrative about Dirk 11, and mentions in

48 Ovid, Ars amatoria 1,131-132: ‘Romule, militibus scisti dare commoda solus: / Haec mihi si
dederis commoda, miles ero’.

49  Another sign of competition is that Ovid’s simple foot soldier (miles) becomes a more
respectable cavalryman (eques) in Dousa’s verses.

50  Forthereuse of medievallove poetry in humanist elegy, see also Pieper C.H., “Medievalisms
in Latin Love Poetry of the Early Italian Quattrocento’, in Montoya A.C. — Romburgh S.
van — Anrooij W. van (eds.), Early Modern Medievalisms: The Interplay between Scholarly
Reflection and Artistic Production, Intersections 15 (Leiden: 2010) 45—66.

51 The literature on the genre experiment carried out in the Fasti is quite voluminous; see
Hinds S., “Arma in Ovid’s Fasti. Part 1: Genre and Mannerism’, Arethusa 25, 1 (1992) 81-112,
and, more recently and extensively, Merli E., Arma canant alii. Materia epica e narrazione
elegiaca nei Fasti di Ovidio, Studi e testi 16 (Florence: 2000).

52 In any case, the expression seems Ovidian, but one may even surmise Dousa is refer-
ring to Ovid, Tristia v, 7, 5556, specifically: ‘ille ego Romanus vates (ignoscite, Musae!) /
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passing Dirk’s participation in another tournament, the one allegedly held by
Conrad the Red, duke of Lorraine, in Rothenburg ob der Tauber in the year 942:

Nec minus (o) vati, cives, ignoscite vestro,
Rumpere qui coepti propositi ausus opus.

lustris fidei unde liquet documenta dedisse
Instructum Hollandis Didericum ordinibus.

Inter praecipuos tunc Caesaris auxiliares;
Praemiaque ad patrios Hunna tulisse Lares.

Didericum dico, comitum qui in classe secundus,
Tunc cui maturo robore flos aderat.

Quique Gothis prope tres annos exercitus armis,
Durarat primae tempore militiae.

Hunc etiam, spumantis equi dum assurgit in armos,
Munus honestantem, (dux Lotharene,) tuum:

Hastifragumque, Rotenburgicae sub moenibus urbis,
Victorem Tubarus vidit, et obstupuit.

Francica Thuringos qua cis patet area saltus.
Quintus ab Henrici munere is annus erat.

And, my fellow countrymen, forgive your poet just as much, who ven-
tured to interrupt the work on the subject I had embarked on, which
demonstrates that Dirk, placed among the ranks from Holland, proved
his exceptional loyalty and that among Caesar’s distinguished auxiliary
troops, he brought Hunnic spoils back to his fatherland. I mean Dirk,
who was the second Count, and who was then in the prime of his mature
strength. In the period of his first military service, he spent almost three
years fighting in Germany. When this man mounted the shoulders of his
foaming horse —honouring your spectacle, Duke of Lorraine — the Tauber
saw this lance-breaking victor under the walls of Rothenburg, where the
Frankish land stretches on this side of the Thuringian forests, and it was
stupefied. It was the fifth year after Henry’s spectacle.53

In this passage, Dousa returns to the martial aspects of the tournament and
presents them as a source of awe. In doing so, he refers to Propertius’ rejection

Sarmatico cogor plurima more loqui' For the Ovidian characteristics of the Annales in
general, see Maas, Medievalism and Political Rhetoric 334—343.
53 Dousa, Annales 36—37.
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of military life, so characteristic of elegiac poetry.5* Again, some contrast imi-
tation might be at work here, because unlike the spoils of war mentioned by
Propertius, Dirk’s praemia are no longer dira but merely ‘Hunnic’; Dousa pres-
ents the war against the Magyars (Hunni) as a praiseworthy enterprise. In the
rivalry between epic and elegy, Dousa thus seems to take the emancipation
of elegiac poetry to a higher level, and self-consciously describes epic subject
matter in elegiac distichs. The point is underscored by the epic language of
the passage.5®

What is more important for my argument, however, is that Dousa presents
Dirk’s willingness to follow the emperor to the German lands in the east for
three full years, to fight in his battle against the Magyars at Merseburg,5 and to
participate in the tournaments held during this period, as an exceptional dis-
play of loyalty (illustris fides) to the feudal system of which he was a part. The
words munus honestare convey a similar sense of social obligation. This rep-
resentation fits in well with the actual social functions of tournaments — one
of which was to strengthen the political and military ties of the participating
noblemen to the prince who organized the tournament — and it might contain
a remnant of the chivalric ideal of loyalty. However, Dousa’s focus on loyalty
is also salient in view of the political discourse of the Dutch Revolt. At least
until 1580, the propaganda of William of Orange heavily relied on the concept
of fealty — the fidelity owed by a vassal to his feudal lord — and to justify his
actions he consistently used the argument that his duty of loyalty to Philip 11
required that he defend the common weal.5”

Similar arguments were made on behalf of the people as a whole. Some
fine examples can be found in a speech by Philips of Marnix, Lord of Saint-
Aldegonde [Fig. 11.5], held at the Diet of Worms in 1578. The speech has been
characterized by Martin van Gelderen as ‘yet another historical account which
presented the Dutch as most faithful subjects’>® In this speech, Marnix referred
to the ‘States and their continuous and steadfast loyalty ( fides) and respect

54  Propertius, Elegiae 11, 30, 22: ‘et ferre ad patrios praemia dira Lares!.

55  For the ‘foaming horse), for instance, compare Virgil, Aeneid VI, 881 (‘seu spumantis equi
foderet calcaribus armos’); for fighting ‘under the walls of the city’, compare Virgil, Aeneid
XII, 116 (‘campum ad certamen magnae sub moenibus urbis’).

56  The battle took place in the year 933, but Dousa seems to date the event to the year 935.

57  Oudendijk J.K,, “Den Coninck van Hispaengien heb ick altijt gheert”, ed. W. Jappe Alberts,
Dancwerc. Opstellen aangeboden aan Prof. Dr. D.Th. Enklaar ter gelegenheid van zijn vijfen-
zestigste verjaardag (Groningen: 1959) 264—278.

58  Gelderen M. van, The Political Thought of the Dutch Revolt, 1555-1590, Ideas in Context 23
(Cambridge: 1992) 139. Marnix’ plea was directed towards the princes of the Holy Roman
Empire, and he aimed to obtain their support for the cause of the Dutch Revolt. Although
this may seem to constitute a parallel to Dirk 11’s service to the emperor, Dousa seemed
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FIGURE 11.5  Johan Wierix, portrait of Philips of Marnix (1581). Engraving
IMAGE © RIJKSMUSEUM, AMSTERDAM
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(observantia) towards the King of Spain, their legitimate lord and natural ruler’
In addition, he mentioned ‘those ancient examples of the loyalty ( fides), af-
fection (amor), and unbroken and unvanquished respect (observantia) of the
Dutch towards their rulers and lords, a respect that has been perpetuated by
our forefathers from the very beginning for all time’.5%

That this idea had not lost its relevance at the time of the publication of
Dousa’s Annales can be observed in pamphlets like De iure belli Belgici, printed
by Aelbrecht Hendrickszoon one year before he issued the Annales. The writer
of this pamphlet claimed it was widely known

that the inhabitants of Holland and Zeeland have always supported and
followed the King’s reign with full sense of duty and obedience - as if it
was some revelation of divine will — and that nothing, indeed, was ever
lacking in the loyalty (fides) and obedience (obsequium) they owed to
their rulers in accordance with the laws of nature.59

From this perspective, Dousa’s representation of the loyal behaviour of Count
Dirk 11 can be regarded as part of a broader narrative about the enduring faith-
fulness of Holland to its rulers. Dirk’s tournament participation thus prefigures
the strong sense of loyalty in which the early modern Hollanders and their

to have looked for support from France rather than from the Holy Roman Empire: Maas,
Medievalism and Political Rhetoric 325-326.

59  Marnix Philips of, Oratio [...] pro serenissimo archiduce Austriae Matthia, et Ordinibus
Belgicis, ad delegatos septemvirum, ceterorumque principum, et ordinum Sacri Imperii,
Wormatiano conventu habita (unknown printer: 1578) 9: ‘ordines et suam in regem
Hispaniarum, legitimum suum dominum, ac principem naturalem, perpetuam et con-
stantem fidem atque observantiam, et in gravissima, atque indigna liberis hominibus,
perdiuturnaque Hispanorum oppressione patientiam, ac moderationem incredibilem,
et denique ad constituendam pacem, avertendasque huius belli faces propensionem, ac
studium flagrantissimum’. The second quotation is on p. 10: ‘vetera illa Belgarum erga suos
principes ac dominos fidei, amoris, et infractae invictaeque observantiae, iam inde usque
a maioribus omni aevo perpetuatae exempla. See also p. 13: ‘admirabili eorum fide ac
liberalitate’ and p. 20: ‘perpetuam suam et constantem erga regem fidem'.

60  De iure belli Belgici adversus Philippum regem Hispaniarum oratio (The Hague, Aelbrecht
Hendrickszoon: 1598) 57: ‘quandoquidem inter omnes, non Belgas modo, sed quoscunque
exteros homines constat, qui tum ipsi rem omnem, uti gesta est viderunt, vel postea audi-
tione acceperunt, Hollandos, Zelandosque omni officio et obsequio semper Regis impe-
ria, tanquam oracula quaedam suscepisse et peregisse: Nunquam vero defuisse fidei suae
atque obedientiae, quam naturae legibus debebant suis principibus’. See also p. 9, where
reference is made to Governor Mary of Hungary’s testimony to Philip 11 about the ‘fidem
ac virtutem Belgarum’.
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leaders took so much pride.®! In this way, Dousa incorporates yet another
aspect of the chivalric code of honour that is at the core of many medieval
tournament representations into the political message of his own tournament
scenes — a political message that was itself deeply rooted in feudal concepts

of fidelity.

6 Conclusion

In this article, I have discussed three tournament scenes from Janus Dousa’s
verse history of Holland, proposing a few possible explanations for the rela-
tively large amount of attention he pays to these episodes. I pointed out that in
the Annales Dousa follows the model of Ovid’s Fasti and continuously balances
between the classical literary genres of epic and elegy. The medieval phenom-
enon of the tournament fit this elaborate literary programme exceptionally
well. On the one hand, Dousa paid considerable attention to the amorous side
of the tournament. Love between knights and female spectators becomes part
of a web of allusions to classical elegiac poetry, which Dousa seems to be emu-
lating by presenting the interaction between knights and noble ladies at the
tournament as a purer and more elevated kind of love, possibly evoking some
chivalric overtones of courtly love here. On the other hand, the tournament is
also — and more importantly — a symbol for the martial virtues of the counts of
Holland. From this perspective, the tournament scenes — sometimes even rep-
resented as epic games, following a Virgilian model — help to build the epic side
of the Annales, and they contribute to the construction of a grand narrative of
medieval origins for the newly founded Dutch Republic. While the phenom-
enon of the tournament is a good fit with Dousa’s complex literary programme,
it could also be used for his far less complex political purpose: resistance to
the Spanish domination of the Low Countries. By representing the counts of
Holland as glorious tourneyers, Dousa may be regarded as competing with the
self-presentation of Habsburg rulers, such as Maximilian and Philip 11, who
used (real and imaginary) tournaments to legitimize their rule over the Low
Countries. Moreover, Dousa presents the counts’ participation in tournaments
as a way to fulfil their feudal duty of faithfulness, thus contributing to the

61  For Dousa’s ways of presenting the medieval counts of Holland as precursors of early
modern political leaders, see also Maas C., “Was Janus Dousa a Tacitist? Rhetorical and
Conceptual Approaches to the Reception of Classical Historiography and its Political
Reception’, in Pieper C.H. — Laureys M. — Enenkel K.A.E. (eds.), Discourses of Power:
Ideology and Politics in Neo-Latin Literature, Noctes Neolatinae 17 (Hildesheim: 2012) 233—
248, especially 243—244.
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political rhetoric of the Dutch Revolt, in which the continuous loyalty of the
Dutch to their legitimate rulers was frequently emphasized. In this way, the me-
dieval phenomenon of the tournament helped Dousa to construct an appro-
priate past that was an excellent fit for the literary programme of his Annales
as well as highly usable material for the political purposes of the Dutch Revolt.
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CHAPTER 12

Living as Befits a Knight: New Castles in
Seventeenth-Century Holland

Konrad Ottenheym

1 Introduction: Seventeenth-Century ‘Gothic’ Architecture

From the 1630s onwards, the ideal of building according to principles of
‘true’ architecture as formulated in Antiquity by Vitruvius and more recently
by Italian architects like Palladio and Scamozzi, had become decisive in the
further development of Dutch architecture.! The Mauritshuis in The Hague
(1633-1644) was one of the first convincing specimens of this new building
style. Thanks to Huygens’ mediation, Jacob van Campen became involved not
long afterwards in one of the Prince of Orange’s key construction projects: in
1639, he designed the new front facade of, and oversaw an extensive renova-
tion of, the Oude Hof at Noordeinde in The Hague, now known as Noordeinde
Palace. From that moment on, Italianate Classicism came to be regarded as the
Republic’s courtly style and went on to be imitated widely in the country, both
among the nobility and by the civic authorities and leading bourgeoisie. Town
halls, grand houses along the cities’ canals, churches and orphanages — almost
all new public and private construction projects were designed in the new
style from about 1640 onwards. Even in the instances where the result was not
a runaway success, the Classical idiom was at least applied as facade ornamen-
tation. It seemed that there was no interest in Gothic architectural forms in
this climate. Where they were discussed in texts, they tended to be dismissed
as the epitome of an antiquated building style, and some writers, aping a hand-
ful of influential Italian theorists of art, even called these forms ‘barbaric’ on

1 This contribution is also published in Dutch, as chapter g in Enenkel K.A.E. - Ottenheym K.A.,
Oudheid als ambitie. De zoektocht naar een passend verleden (Nijmegen: 2017). See for the
influence of Scamozzi on Dutch classicist architecture (with further bibliography) among
others: Ottenheym K.A., Schoonheid op Maat. Vincenzo Scamozzi en de architectuur van de
Gouden Eeuw (Amsterdam: 2010). Ottenheym K.A., “‘The best and most competent at ob-
serving proportion’. Scamozzi’s posthumous success in 17th-century Holland”, in Barbieri F. —
Avagnina M.E.- Sanvito P. (eds.), Vincenzo Scamozzi. Teorico Europeo (Vicenza: 2016) 194—231.

© KONRAD OTTENHEYM, 2019 | DOI:10.1163/9789004378216_014
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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occasion.? Nevertheless, there were some rare situations where the clean-lined
classical idiom of the day was deliberately passed over in favour of the “old-
fashioned” idiom of Gothicism. In fact, this was the case across Europe.

Most cases where Gothic applications were chosen were in the completion
or extension of mediaeval churches, where preserving the unity of architectur-
al style trumped the consideration of making a single component of the build-
ing a showcase of contemporary building.? Examples of this from the Province
of Holland include the “Gothic” designs of Jacob van Campen, circa 1645, for
the (never-completed) tower of the Nieuwe Kerk on the Dam in Amsterdam,
and the new vestry (1658) of St. Bavo’s church in Haarlem by Salomon de Bray
[Fig. 12.1].# Even new churches built in a more up-to-date idiom often sported
emphatically recognisable long, narrow windows with tracery redolent of the
traditional church windows of the Middle Ages. In recognition of their origins,
German sources of the age literally call them Kirchenfenster (church windows)
or describe them as ‘windows in ecclesiastical style’ (kirchischer Stil).5 In many
seventeenth-century Protestant churches in the Netherlands, too, elongated
windows with modern tracery were installed, such as in Hendrick de Keyser’s
churches in Amsterdam [Fig. 12.2], the Marekerk in Leiden, and the Nieuwe
Kerk in The Hague.® Evidently, this was a way of denoting a building, be it

2 Jongh E. de, “t Gotsche krulligh mall. De houding tegenover de gotiek in het zeventiende-
eeuwse Holland’, Nederlands Kunsthistorisch Jaarboek (1973) 85-145.

3 Celebrated examples are the sixteenth-century designs for the facade of San Petronio in
Bologna; the mid-seventeenth-century new Marian chapel beside the choir of the Gothic
cathedral of St. Goedele in Brussels; and Nicholas Hawsmoor’s towers for Westminster
Abbey, dating from the early eighteenth century. Wittkower R., Gothic vs Classic: Architectural
Projects in Seventeenth-Century Italy (New York: 1974). Hall M. (ed.), Gothic Architecture and
its Meanings 1550-1830 (Reading: 2002). Rousteau-Chambon H., Le gothique des Temps mod-
ernes. Architecture religieuse en milieu urbain (Paris: 2003).

4 Dunk Th. von der, “Hoe klassiek is de gothiek? Jacob van Campen en de toren van de Nieuwe
kerk te Amsterdam. Een nieuwe benadering van een oude kwestie’, Jaarboek Amstelodamum
58 (1993) 49—90; idem, Toren versus traditie. De worsteling van classicistische architecten met
een middeleeuws fenomeen (Leiden: 2015); Tussenbroek G. van, De toren van de Gouden Eeuw.
Een Hollandse strijd tussen Gulden en God (Amsterdam: 2017).

5 Sutthoff L., Gotik im Barock. Zur Frage der Kontinuitdt des Stiles ausserhalb seiner Epoche.
Moglichkeiten bei der Stilwahl (Minster: 1990), and Hipp H., “Die ‘Nachgotik’ in Deutschland,
kein Stil und ohne Stil’, in Hoppe S. — Miiller M. — Nussbaum N. (eds.), Stil als Bedeutung in der
nordalpinen Renaissance. Wiederentdeckung einer methodischen Nachbarschaft (Regensburg:
2008) 15—46.

6 Ottenheym KA., “The attractive flavour of the past. Combining new concepts for ec-
clesiastical buildings with references to tradition in seventeenth-century Holland’, in
Harasimowicz J. (ed.), Protestantischer Kirchenbau der Friithen Neuzeit in Europa. Grundlagen
und neue Forschungskonzepte / Protestant Church Architecture in Early Modern Europe.
Fundamentals and new research approaches (Regensburg: 2015) 99-114.
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FIGURE 12.1

Salomon de Bray (architect),
The new vestry behind the
choir of St. Bavo’s church in
Haarlem (1658)

IMAGE © AUTHOR

never so new and daring, as an instantly-recognisable Christian place of wor-
ship. This type of recapitulation of Gothic architectural forms is not a reference
to any given period of the past, for that Catholic past had now very much been
left behind. Rather, the use of these ‘church windows’ was meant to stamp a
building as a Christian church. As such, this group of buildings falls outside the
scope of the present volume and will not be considered any further.

Another significant group of buildings which consciously continued to use
architectural elements from the Middle Ages were the castles and the nobil-
ity’s rural stately homes. Here, allusions to the past very much did have a cru-
cial role.

2 Castles and Stately Homes

All over Europe, castles had for centuries been the nobility’s bases. In the
Middle Ages, the structure’s defensive nature was inextricably linked to its
other functions as the residence for the local nobleman and as a military sup-
ply point for his authority. Continuing into the Early Modern period, military
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FIGURE 12.2  Hendrick de Keyser, Noorderkerk in Amsterdam (1620-1622)
IMAGE © AUTHOR

service remained the nobility’s chief vocation: the field commanders of the
modern armies as they took shape in the sixteenth and seventeenth centuries
were almost without exception sons of old chivalric families. In the meantime,
however, castles had become hopelessly ill-suited to any serious defensive
function, due to the development of potent artillery and modern military tac-
tics; defence had long since become a function of dedicated modern fortresses
instead. For noble families their ancestral castles did, however, remain a cher-
ished prize possession, because their very age had become a measure of the
importance of the family residing within. The old noble residences were of
course often adapted to new tastes and requirements for luxury and present-
ability during the seventeenth and eighteenth centuries, but it was largely the
interiors that were adapted. The exteriors remained deliberately as reminis-
cent as ever of the knights’ castles of old, with moat, drawbridge and towers.
Even if such a home was entirely renovated, one or more of its towers would
at a minimum remain preserved as an express relic of the old castle. This was
a pan-European phenomenon, seen particularly in districts where new stately
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FIGURE 12.3  Ferniehirst Castle, Scotland, seat of the Kerr clan. Founded in 1470 but
reconstructed in the late 16th century
IMAGE © PUBLIC DOMAIN

homes for non-noble (or newly-ennobled) families came to be built alongside
the old noble homes.” These new families, typically merchants, bankers or law-
yers, were often many times wealthier than the old gentry, a fact which they
were only too pleased to show off. The only asset remaining to this established
nobility to set clear water between themselves and the nouveau riche was the
venerable antiquity of their lineage; and the chivalric origin of these families
was first and foremost evident from the old-fashioned, military design of their
homes. In 1632, a Scots knight, Sir Robert Kerr, warned his son, who was en-
gaged in renovating the family castle, Ferniehirst, that he must retain the cren-
ellation and towers, for the home must remain recognisable as a castle and it
was these details in which the home’s grace and nobility reposed [Fig. 12.3]:

7 Wemyss Ch., Noble Houses of Scotland (Munich — London — New York: 2014) 18-37, chap-
ter “Ancestry and Architecture”; Olde Meierink B., “Conflict tussen oud en nieuw. De zeven-
tiende eeuw”, in Janssen H.L. — Kylstra-Wielinga .M.M. — Olde Meierink B. (eds.), 1000 Jaar
kastelen in Nederland. Functie en vorm door de eeuwen heen (Utrecht: 1996) 142—170.
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‘By any meanes do not take away the battelment [...] for that is the grace of
the house, and makes it looke lyk a castle, and henc so nobleste.® By the same
token, however, he advised his son to aim for the latest London or French tastes
in the interior redesign. We see, then, that he was not concerned with evoking
mediaeval associations in the interior but wished the exterior of his castle to
exude a clear message to the world.

Something comparable was afoot throughout Europe: on every hand in the
sixteenth and seventeenth centuries, old castles were being modernised, with
deliberate preservation of a few external fortifications such as the moat, draw-
bridge, towers and/or battlements. The central residential tower in particular,
known in French chateaux as a donjon and in German castles as a Bergfried,
came to play a key role in this repurposing.® In some cases, the family home
was even a completely new build, yet with castle-like architectural elements
applied. In all such instances, the antiquated military building forms were
meant to express the connection with a (real or imaginary) chivalric past for
the lord of the house and the nobility of his family.

This was commonly seen in the Dutch Republic of the Seven Provinces as
it was elsewhere, and particularly in those provinces where the old gentry re-
tained its social strength: the east-central provinces of Utrecht, Gelderland
(Guelders) and Overijssel.l® The situation in the central province, Utrecht,
lends itself especially well to further analysis, particularly in view of the de-
tailed archival records which are preserved there.l!

8 Letter of 20 December 1632 of Sir Robert Kerr to his son, Lord Lothian, on the rebuilding
of Ferniehirst Castle. Laing D. (ed.), Correspondence of the Earls of Ancram and Lothian
(Edinburgh: 1875) 64; Wemyss, Noble Houses 21.

9 For international comparisons, see, inter alia, Girouard M., Life in the French Country
House (London: 2000) 54-65.

10 For Gelderland and Overijssel, see Olde Meierink B. — Storms-Smeets E., “Transformatie
en nieuwbouw. Adellijke en burgerlijke buitenplaatsen in Gelderland (1609-1672)", in
Kuiper Y. — Olde Meierink B. (eds.), Buitenplaatsen in de Gouden Eeuw. De rijkdom van
het buitenleven in de Republiek (Hilversum: 2015) 180—207. Gevers A. -Mensema A. — Olde
Meierink B., “Buitenplaatscultuur in Overijssel. Havezaten en spiekers in de zeventiende
eeuw”, in Kuiper — Olde Meierink, Buitenplaatsen in de Gouden Eeuw 210—235.

11 Ottenheym K.A., “Turm oder Portico? Die neuen Schlosser des Utrechter Adels im 17.
Jahrhundert”, in Hoppe — Miiller — Nussbaum (eds.), Stil als Bedeutung in der nordalpinen
Renaissance 377-399.
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3 The Knightly Castles of Utrecht in the Seventeenth Century

The Utrecht nobility of the seventeenth century was organised in the ridder-
schap (Knightly Order), which also had representation in the province’s po-
litical assembly, the States of Utrecht. Consequently, membership of the order
was a sine qua non for an Utrecht nobleman if he wished a political career.
Entitlement to admission to the order had been determined a century earlier,
in 1536, by Emperor Charles v. The relevant legislation remained in force even
after the abolition of Habsburg central authority. One of the requirements for
admission to the Utrecht ridderschap was descent from an uncontested noble
lineage and also the possession of an officially-acknowledged ‘knightly castle’
(ridderhofstede). A list of 59 such castles had already been drawn up in 1536 for
these purposes. Only a few additional noble houses were subsequently formal-
ly acknowledged as a knightly castle, such as Amerongen in 1597, Broekhuizen
in 1629 and Drakestein in 1642.12 The right to membership of the ridderschap -
and thus the key to political influence — was embedded in the possession of
these houses. Nevertheless, only true noblemen could avail themselves of that
right, which is why the ridderschap’s meeting chamber had a chart on the wall
giving the names of members of the order alongside, in each case, the name of
their castle.!® As early as the beginning of the sixteenth century, such a knight-
ly home was described as a fortified house replete with moat and drawbridge:
‘which have fortifications and houses and drawn-up bridges’ Additionally, it
was stipulated that any farming outbuildings (sties and barns) must be within
the moat: ‘That those constructions be within the compass of the knightly
castles’* These outbuildings within the moat originally served, according to
feudal usage, to offer the surrounding population, together with their livestock
and harvested crops, a safe refuge in times of crisis. Later, they came to be used
almost exclusively for the lord’s own horses and to store the yield of his own
estates, and later still, his coaches.

Evidently, a need was felt as the seventeenth century dawned to reassert
the status quo. In 16081611, a register ‘of the knightly residences and noble
courts’ in the Province of Utrecht was drawn up, distinguishing between three

12 Drie R. van, “Het begrip ridderhofstad in de 16de en 17de eeuw”, in Olde Meierink B,, e.a.
(eds.), Kastelen en ridderhofsteden in Utrecht (Utrecht: 1995) 41-50.

13 See the heraldic chart of the ridderschap of Utrecht in Olde Meierink, Kastelen en ridder-
hofsteden in Utrecht, 48 and plate i.

14  ‘die Vesten ende Huysen ende opgetogen Bruggen hebben, ‘Dat die Bouwhuysen binnen
het begryp vande Ridderhofsteden sullen zijn Citations of the legend on the heraldic
chart of the ridderschap of Utrecht of 1674. The same descriptions can be found on docu-
ments as early as 1512. Drie, “Het begrip ridderhofstad”.
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categories: first, the true ancient castles, those founded prior to 1400 (‘the
oldest and true knightly fortresses’); second, castles of around two centuries
old (‘those which were known two hundred years ago and those which be-
came known shortly thereafter’); and lastly, anything later in date than that.
Houses in this latter category were meant to be labelled lodges or stone-built
houses and could not lay claim to being a knightly castle (‘those which are re-
garded as pleasure-houses or stone chambers’).1% The first category was made
up of 36 homes, including Amerongen, Zuylenstein, Natewisch, Huis Doorn,
Rijnhuizen, De Haar, Nijenrode, Oud Zuylen, Nederhorst and Loenersloot.
There were 29 homes in the second category, including a number of castles
along the Langbroeker Wetering, Kasteel Heemstede in Houten (already a ruin
at that time), Oudaen in Breukelen, and Drakestein. The third category listed
28 houses, largely minor castles and country estates. Finally, a list was given of
14 dubious cases whose age presumably had proved impossible to determine,
including Maarsbergen outside Doorn, Montfoort castle, and Huis Oudegein.
The register also included castles which lay in ruins (these were labelled
‘verdestrueert), i.e. ‘destroyed’), since a knightly fortress retained its privileges
even as a ruin. Thus, acquiring one of these and building a new house on the
old foundations could enable the acquisition and reviving of the coveted privi-
leges of a knightly castle.

The external hallmarks of a knightly home identified in the act of 1536 —
defensive build, moat, drawbridge and outbuildings on the keep — were basic
features of most noble houses of the age [Fig. 12.4]. That being so, the descrip-
tion provided served as an early sixteenth-century reaffirmation of how things
had always been prior to that. Although this law officially remained in force,
later sixteenth- and early seventeenth-century practice was not so demand-
ing when it came to the requisite external features. Only much later, around
the midpoint of the seventeenth century, would this stipulation gain a new
lease of life. Noblemen tackling a renovation of their residences in the early
seventeenth century observed only the most essential parts of the 1536 regula-
tions, such as the moat and the wooden drawbridge. In other respects, they
sought to reflect the latest architectural insights as closely as possible, which
from the 1630s onwards was the Classicism introduced to the Northern Low
Countries shortly before that decade by the Haarlem artists Jacob van Campen

15  Het Utrechts Archief [Archive of the City and Province of Utrecht], 233 (Staten van
Utrecht 1581-1819), inv. no. 364-9-157. ‘Van de ridder-woningen ende edele hoffsteden:
1) ‘de audste ende rechte ridderhoffsteden’; 2) ‘die over de 200 jaeren bekent sijn geweest
ende cort daernaer bekent geworden sijn’; 3) ‘die voor lusthuysen offte steene cameren
geacht’.
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FIGURE 12.4  Zuylen Castle (Maarssen), seen from the North. Founded in the 13th
century and several times enlarged and reconstructed. The northern walls
date mainly from the 15th and 16th centuries
IMAGE © MERLIJN HURX

and Salomon de Bray. Classicism also found its way into castle architecture
at an early date. The first known example of its application in a nobleman’s
castle is the new wing (1629) of Kasteel Warmond, designed by Salomon de
Bray for Jacob van Wassenaer. [Fig. 12.5]. This was a fairly self-contained com-
ponent with no direct repercussions on the rest of the architecture in the
older castle.

Once Classicism had found general acceptance at the court with the build-
ing of the Mauritshuis, Noordeinde Palace and other buildings in and around
The Hague, the nobility throughout the Dutch Republic was not far behind.
In the modernisation and extension programmes of the Utrecht knightly
homes in the 1630s, the effect aimed at was to transform the old, castle-like
exteriors into sharp, closed, regular architectural volumes. In this process, ex-
ternal hallmarks such as the moat and its drawbridge were retained, as was
part of the old substance of the building. This would enable future genera-
tions to demonstrate that the new house was the legitimate successor to the
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FIGURE 12.5  Warmond Castle. Design from 1629 by Salomon de Bray for a new entrance
wing, showing two options for the central projection. Drawing by Pieter
Saenredam (1632), 31 x 20.4 cm. See also Fig. 10.16
IMAGE © HAARLEM, NOORD-HOLLANDS ARCHIEF

old knightly castle. Evidently, it was felt sufficient for that purpose to leave part
of the walling of the former towers visible at basement level, because in many
cases nothing remains visible of the old masonry in the new exterior. Examples
of such renovations are the knightly houses of Oudegein and Rijnhuizen.
Oudegein was rebuilt around 1633 for Adriaan Ploos, Lord of Tienhoven. The
base of the old stone residential tower was included in the cellar level of the
new construction.!® The new house was given taut rectangular dimensions
[Fig. 12.6]. The block is three storeys high and topped off with a shield roof.
Apart from the lintels to the main entrance, which incidentally are not right in
the middle of the side, there is no Classical ornamentation. That said, the gen-
eral ideal of regularity and clarity of composition make this house a model of
the sober, pilaster-free variant of Classicism. Rijnhuizen, a stately home outside
Jutphaas near the city of Utrecht, is a comparable example, although the new

16 Bullinga N. — Kamphuis J., “Oudegein’, in Olde Meierink (ed.), Kastelen en ridderhofsteden
in Utrecht 356-359.
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FIGURE 12.6

Huis Oudegein at Nieuwegein,
built in 1633 on the remains of
the former castle of the 13th
and 14th centuries

IMAGE © RCE

architectural techniques were laid on far more heavily here [Fig.12.7]. Reynoud
van Tuyll van Serooskerke, who married Agnes van Reede of Drakestein in
1636, had the old Huis Rijnhuizen extensively remodelled around 1637.17 Only
in the basement were elements of the mediaeval house spared. What arose
in 1637 was a much enlarged, almost square block with a high shield roof all
around. The whole construction is in sober brickwork, and the front elevation
is enriched with a central section crowned with a triangular pediment. All in
all, the new exterior at Rijnhuizen is a sober, pilaster-free variant of the design
of the Mauritshuis in The Hague.

4 The Rise of Bourgeois Country Houses in the Province of Utrecht

The Classical architectural style was also quick to start making an appearance
in leading bourgeois circles from the 1630s onwards. For instance, beginning

17 Olde Meierink B., “Rijnhuizen’, in Olde Meierink, Kastelen en ridderhofsteden in Utrecht
391-395.



LIVING AS BEFITS A KNIGHT 341

FIGURE 12.7  Castle Rijnhuizen at Jutphaas, built in 1637 as a classicist house on the
foundations of a castle from the 14th and 15th centuries
IMAGE © RCE

in 1637, Philips Vingboons designed homes in the style for wealthy mer-
chants and highly-placed politicians in Amsterdam. For the same group of
clients, he also developed numerous country estates, both in the polders of
Noord-Holland and along the River Vecht, which was an increasingly tempt-
ing place for Amsterdammers to buy property in at this time.!® Occasionally
from the 1620s, and systematically and at scale from the 1630s onwards,
Amsterdammers invested, speculated and built along the River Vecht in the
neighbouring Province of Utrecht. One of the oldest preserved examples of
one of these vacation houses is Huis ten Bosch outside Maarssen, built in 1628
for the Amsterdam merchant Pieter Belten by Jacob van Campen [Fig. 12.8].

18  Wyck HWM. van der, De Nederlandse buitenplaats. Aspecten van ontwikkeling en herstel
(Alphen a.d. Rijn:1983) 29—40. Meischke R., “De ontwikkeling van de buitenhuizen aan de
Vecht’, in Munnig Schmidt E.- Lisman A.J.AM. (eds.), Plaatsen aan de Vecht en de Angstel
(Alphen a. d. Rijn: 1985) 7—24. Verschuure-Stulp G. — Renes H., “Hollandse buitenplaatsen-
landschappen. Buitenplaatsen en hun relatie met het landschap (1609-1672)", in Kuiper —
Olde Meierink (ed.), Buitenplaatsen in de Gouden Eeuw 42—65.



342 OTTENHEYM

FIGURE 12.8  Huis ten Bosch at Maarssen, the country house of the Amsterdam
merchant Pieter Belten (1628), designed by Jacob van Campen
IMAGE © AUTHOR

It is the first example in the United Provinces of an attempt to evoke the idiom
of the Venetian villa at local scale.

The colonisation of the Vecht District by the great and good of Amsterdam
can be closely traced by following the business operations of the senior
Amsterdam politician Joan Huydecoper and his architect Philips Vingboons
around Maarsseveen.”® Huydecoper was a brother-in-law of Pieter Belten,
whose second home Huis ten Bosch (1628) in Maarssen was. Huydecoper
owned Goudenstein, a country estate north of Maarssen. Between 1626
and 1628, he converted this farmhouse into a stylish retreat. In 1645, Philips
Vingboons added a completely new wing to the rear. Until his death in 1661,
Huydecoper continued to purchase land in and around Maarsseveen to de-
velop and sell on new country estates at a fat profit. He bought up fields, some-
times with an old farmhouse still on them, improved the ground by having
drainage channels dug, and planted orchards. He would then sell the plots to
Amsterdammers in search of a suitable location to get out of the city. The oldest
example of this business model is Elsenburch, directly abutting Goudenstein,

19  Ottenheym K.A,, Philips Vingboons (1607-1678). Architect (Zutphen: 1989) 34—45.
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which was planted up from 1633 onwards and sold on in 1637. In the same year,
Philips Vingboons built Elsenburch on the plot for the new owner. Over fif-
teen such projects of Huydecoper’s from the ensuing years are known. It is
even known in one case that he delivered the blueprint for the country house
to be built when selling the plot. The designs were sometimes by Vingboons
or Huydecoper himself, an avid architectural draughtsman. So it was that one
long chain of gardens, orchards and country houses arose in the meadowland
along the Vecht and the land behind its banks in the 1640s and 1650s, most of
these houses adorned with a pediment or other Classical hallmarks.

The old nobility will have been none too pleased to see the vistas to and
from their redoubtable ancient castles, which had dominated the countryside
since time immemorial, more and more choked up with all these Classicist
nouveau-riche playgrounds. Worse still for them, the newly wealthy bourgeoi-
sie’s rise was expressed in other ways besides the building of country estates:
they sought to appropriate ever more of the political and legal privileges which
had always been regarded as the preserve of the nobility. Joan Huydecoper's
business activities, to stick with that example, illustrate the upcoming bour-
geoisie’s aspirations of achieving near-noble status. Huydecoper had been
knighted by the Swedish Crown in 1637, a title which was only allowed to be
used as a nobilitas diplomataria in the Dutch Republic, with no particular priv-
ileges appended to it.2° That same year, Huydecoper bought the squiredom
(heerlijkheid) of Tamen and Blokland in Utrecht to bolster his legal standing
in that province. The Utrecht aristocracy set determinedly about keeping this
parvenu out of their orbit, and managed to have the States of Utrecht overturn
the purchase in 1639.2! In 1641, however, Huydecoper did manage to become
Lord of Maarsseveen, and only after this was his estate development business
really able to prosper.

5 Revival of Interest in Old Traditions

In the provincial government of Holland, there was no contesting the might
of the top layer of bourgeoisie, who approached regent-like status. Here even
in the countryside, the sway of the bourgeoisie was penetrating further and

20  Aalbers ], “Geboorte en geld. Adel in Gelderland, Utrecht en Holland tijdens de eerste
helft van de achttiende eeuw”, in Aalbers J. - Prak M. (eds.), De bloem der natie. Adel en
patriciaat in de Noordelijke Nederlanden (Meppel — Amsterdam: 1987) 56—78 (esp. 62—64).

21 Eeghen LH. van, “Wee het Landt daer Godtlose Rechters sijn!” Of: Joan Huydecoper, Heer
van Tamen en Blokland’, Maandblad Amstelodamum 63 (1976) 1-12.
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further. On the other hand, in the Republic’s eastern provinces, Gelderland and
Overijssel, there was no pressure worth mentioning upon the nobility’s control
of the countryside, because there the bourgeoisie was far less powerful and
obstreperous than in the urbanising west. At both extremes of the Republic —
Holland and the eastern provinces — rural architecture was in Classicism’s debt,
whether in the bourgeois country houses or in the renovated noble residenc-
es. Philips Vingboons, for instance, was much in demand as an architect for
eastern noblemen as well as for well-heeled Amsterdammers seeking a retreat
in the new polderland of Noord-Holland and along the Vecht. Among his de-
signs are Vanenburg in the Gelderland district of Veluwe; the noble houses
of Harsvelt, Peckedam and Nijenhuis in Overijssel; and Nittersum Castle in
the north-eastern province of Groningen. For these clients, all renowned old
members of their respective provincial knightly orders, Dutch Classicism as
pioneered by van Campen and his imitators was evidently the most straight-
forward way of demonstrating status and ambition.

In Utrecht Province, which formed the intermediate zone between Holland
and the eastern provinces, a particular status had arisen which may be explica-
ble from the confrontation between the west’s urban bourgeois culture and the
traditional, more feudal social fabric in the east of the Republic. The privileged
position of the Utrecht nobility, which for long ages had been comparably
grand with that of their counterparts further east, was increasingly squeezed
out by the nouveau riche from about 1640 onwards. While the pre-eminent
bourgeois families wished to give themselves airs and graces in this era with
foreign titles and invented family trees, the real members of the nobility felt
an increasing need to set clear blue water between themselves and bourgeois
upstarts.22 Money and possessions were no longer a domain in which they
could set themselves apart from the arrivistes, but their families’ antiquity and
chivalric descent did remain as their last weapon. This requirement, particu-
larly in the Province of Utrecht, made these families’ need for authentic an-
tiquity a very current topic in the period. Prince Frederick Henry had already
ordered in 1640 that the ranks of the Utrecht knightly order (ridderschap) must
be swollen with new members. This had given rise to a nigh free-for-all, with
some applicants seeking to obtain noble status with forged papers. The increas-
ing desire for distinction led to more flaunting of age in all types of expression,

22 Kooijmans L., “Patriciaat en aristocratisering in Holland tijdens de zeventiende en acht-
tiende eeuw”, in Aalbers — Prak, De bloem der natie 93-103. Bok M.J., “Laying claims to
nobility in the Dutch Republic: epitaphs, true and false”, in Eck X. van — Hecht P. (eds.),
Ten essays for a friend: E. de Jongh 65, Simiolus 24, 2/3 (1996) 107-124.
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such as memorial plaques in churches and family portraits depicting coats of
arms and illustrious ancestors.

In architecture, this situation revived the significance of the old edicts from
the reign of Emperor Charles v. After all, for admission to the order, it was
not sufficient to prove one’s family’s nobility; the chivalric origin of the resi-
dence also had to be demonstrated. The edict of 1536 required that the knightly
castles have a defensive character and expressly stipulated the presence of a
moat, drawbridge and buildings within the defensive structures. These compo-
nents never completely fell into desuetude, and they are found even in those
buildings conceived as a ridderhofstad which were designed or remodelled in
a more Classical style. To emphasise the chivalric character of the buildings
even more, a new major mark of identification was added to the standard set
without ever having been ordained as such by law: the tower, symbol par excel-
lence of nobility.23 The defensive tower, or donjon, was a fortress’ last redoubt
and thus the place where family treasures and archives had by tradition al-
ways been kept. Even long after the donjon’s military significance had been
rendered outdated by modern techniques of warfare, the great tower remained
a beloved motif all over Europe in the construction of new noble and royal
residences in the countryside. The association of an old tower with chivalric
family roots is also clear from the degree of circumspection with which old
castle towers surviving from the ancestral fortress were applied in their new
contexts. Well-known examples of this in the Low Countries would be the
castles of Rosendael, outside Velp, and Rechteren, outside Dalfsen. Not infre-
quently, these towers were further heightened in the seventeenth century, as
at Rechteren and Hoensbroek Castle in southern Limburg [Fig. 12.9]. Reuse of
an old tower, extension of an old tower and the construction of a new tower
were all strategies employed. Towers were invoked repeatedly to emphasise the
chivalric origin, and thus the nobility, of the owning family.

In the Province of Utrecht, we see a keenness for prominent towers as far
back as the 1630s, such as in the cases of Kasteel Zuylenstein near Leersum,
which was extensively modelled for the stadholder, Frederick Henry, in 1632
1633 with a substantial raising of the tower, and of Nederhorst den Berg, to
which four hexagonal corner turrets were added in 1635.2* The mediaeval
knightly castle of Drakestein was completely modernised, presumably in the

23 Olde Meierink B., “De grote toren: een adelssymbool?”, Virtus. Bulletin van de werkgroep
Adelsgeschiedenis 4 (1997) 1-10.

24  Meischke R., “Het kasteel Zuilenstein te Leersum’, in Hoekstra T.J. — Janssen H.L. —
Moerman LWI. (eds.), Liber castellorum. 40 variaties op het thema kasteel (Zutphen: 1981)
270—278. Bosch van Drakestein R., “Zuilenstein”, in Olde Meierink Kastelen en ridderhofs-
teden in Utrecht 522—526.
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FIGURE 12.9  Hoensbroek Castle. The medieval castle has been rebuilt in 1643-1656 by
the architect Matthieu Dousin. The main tower from 1360 was consciously
maintained and even enlarged by a new, high spire.

IMAGE © RCE

early 1640s, for Gerard van Reede.?> The new Drakestein is a regular octagonal
building rising tower-like from the water [Figs. 12.10a, b]. The new octagonal
building plan is redolent of an old donjon. However, the main entrance was
enriched in Classical style with a monumental temple facade of four tall Ionic
pilasters. This put Drakestein in the group of new, Classicist castles. The tower-
like quality of the building is in fact restricted to the exterior only, for on the
plans the interior is not subdivided on the basis of octagonality. The interior
consisted of a sequence of handsome halls and chambers just as could be
found in the era’s Classical villas. The only difference is that here, all four cor-
ners are bevelled so as to lend the building its characteristic octagonal profile.

Kasteel Heemstede outside Houten, built in 1645, marks a new stage of this
development.26 The old house ‘Heemstede, presumably built circa 1400, was
officially acknowledged as an Utrecht knightly fortress by Emperor Charles v
in 1536; by the mid-seventeenth century, it was looking fairly down at heel.

25  Olde Meierink B., “Drakestein’, in idem, Kastelen en ridderhofsteden in Utrecht 175-179.

26  Lisman AJ.A.M., Heemstede, gelegen in de provincie van Utrecht (Alphen a.d. Rijn: 1973).
Wyck, Nederlandse buitenplaats 157-175. Wevers L., Heemstede. Architectonisch onderzoek
van een zeventiende eeuwse buitenplaats in de provincie Utrecht (Delft: 1991).
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FIGURE 12.10A

Drakestein at Lage Vuursche, built in 1640-1643
as a classicist house in the shape of an octagonal
tower. Its medieval predecessor was situated
elsewhere on the grounds. Drawing R.G. Bosch
van Drakestein.

IMAGE © B. OLDE MEIERINK ET AL.,
KASTELEN EN RIDDERHOFSTEDEN IN UTRECHT
(UTRECHT: 1995) 178

De RIDDER-HOFSTAD DRAAKENBURG, by Gemnes. .~ ~
228,

FIGURE 12.10B
Drakestein. Engraving by
Hendrik Spilman (circa 1747)

i : after Jan de Beyer
e HUIS DRAAKESTEIN. IMAGE © RCE

The heirs, one Pieck and his wife (of the van Winssen family), decided not to
incorporate the old ruin into the new house but rather to build a completely
new castle a short distance away. Over the previous few decades, a number
of existing knightly fortresses in the district had also been largely renovated,
but in those cases the foundation of the old house, or a few surviving walls,
were without fail and very deliberately incorporated into the new design. This
was to ensure the continuity of chivalric status and the special privileges ap-
pended to it, such as membership of the ridderschap of Utrecht. Although the
new Heemstede of 1645 did not rise upon the foundations of the old house,
one gains the impression that the exterior of the new house was very much



348 OTTENHEYM

intended to express that it was the legitimate successor of the old knightly for-
tress [Figs. 12.11a, b].

Heemstede is a near-square house surrounded by a wide moat. In addition,
its forecourt with outbuildings had its own narrow moat. The new castle is
dominated by the central square tower with pyramidal roof, crowned with a
monumental star-shaped chimney. This tower surges up out of a square con-
struction with corner turrets, each with a spindly pinnacle. The entire house
is executed in understated brickwork; only the entrance is ornamented with
a sandstone gate with half-columns. The four corner turrets and the central
tower determine the whole profile, which echoes that of a mediaeval strong-
holt. Allusions to mediaeval defensive architecture are also seen in smaller ex-
ternal details, such as the defensive-looking bay window above the front door.
That front door is itself very self-consciously massive and solid in execution
and is peppered with rough iron rivets. The moat setting completes the picture
of a castle, with an older square donjon at its heart. In this manner, Heemstede
seems to be a seventeenth-century interpretation of the older kind of castle
seen in the environs of Utrecht.?”

Yet all of this was nothing more than carefully-concocted décor for public
consumption and had little to do with the building plan itself; the interior was
apportioned to satisfy the contemporary desire for refinement and comfort.

FIGURE 12.11A

Heemstede castle at Houten, built
1645 some hundred meters from the
ruin of its medieval predecessor.
Drawing R. G. Bosch van Drakestein
IMAGE © B. OLDE MEIERINK ET AL,
KASTELEN EN RIDDERHOFSTEDEN IN
UTRECHT (UTRECHT: 1995) 248

27 Den Ham, Sterkenburg and Hinderstein, for instance, were castles arranged around a tall
square donjon, whereas Oud Zuylen has four striking, slim, octagonal corner turrets rising
clear of the roof and largely determining the profile.
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FIGURE 12.11B Heemstede castle
IMAGE © AUTHOR
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Despite what the external profile might suggest, the house was not designed
around a central tower but rather has two large spaces at its middle and a se-
ries of smaller rooms along the sides. The central square tower which seems
to dominate the whole building on the external side is not in fact the kernel of
the house but only a modest, light brick-and-wood construction resting on the
tall roof structure. The tower space cannot be detected in the storeys below;
we have in fact to do with a kind of rooftop belvedere. All in all, this new castle
both satisfies the old requirements of 1536 with its moat, drawbridge and out-
buildings and also meets the contemporary need for striking towers, achieving
all this in a compact overall form designed in accordance with the rules of
Classicism, with a dominant central axis and a strictly-regular distribution of
windows across the faces.

After Heemstede, there followed Kasteel Renswoude, built for Johan van
Reede circa 1654.28 The architect is unknown. This is a completely new build-
ing, with at most parts of the foundations of the mediaeval precursor structure
having been reused.?? The houses’ mediaeval past is nevertheless emphati-
cally expressed by this tall central tower and the pair of towers at the sides.
At Renswoude, the house’s chivalric character is restricted to the front view
alone [Figs. 12.12a, b]. The rear elevation is accentuated by a central section
with triangular pediment, entirely in keeping with Classical idiom [Fig. 12.12c].
The building plan is strictly symmetrical, with a vestibule and main staircase
along the central axis and, on each storey, a pair of mirror-image apartments to
the left and right of that core. In the case of Renswoude, the “archaic” character
of the building profile is absolutely not the result of any provincialism or lack
of awareness of the latest developments. After all, only a few years earlier the
same client had retained no less a figure than Jacob van Campen as architect of
the new church at Renswoude, designed in accordance with the most modern
understanding of Classicism. The client’s decision in 1654 to build what almost
amounted to a donjon must therefore have been a considered choice.

6 Bourgeois Castles

The status which possessing an old castle or new “chivalric” house lent to its
owner also appealed to the bourgeois élite and political leaders (regenten).
They, too, considered that while a country house was a fine possession, a real

28 Schaik J. van, “Renswoude’, in Olde Meierink Kastelen en ridderhofsteden in Utrecht
363-369.
29  Judging by the minor irregularities in the plan of the new central tower.
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FIGURE 12.12A Renswoude castle, built in 1654 probably on the foundations of its medieval
predecessor. Drawing R.G. Bosch van Drakestein
IMAGE © B. OLDE MEIERINK ET AL., KASTELEN EN RIDDERHOFSTEDEN IN
UTRECHT (UTRECHT: 1995) 178

FIGURE 12.12B Renswoude Castle, front
IMAGE © STEPHAN HOPPE
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FIGURE 12.12C Renswoude Castle, rear facade, plastered in the early 19th century
IMAGE © STEPHAN HOPPE

castle was a much better bet. While the nobility sought to outdo the bourgeoi-
sie by flaunting antiquity, some leading burghers sought to wrap themselves
in a fake cloak of age. The key bourgeois politicians of the United Provinces
were able to buy a real castle with its concomitant lordship rights in order to
wrap their new public standing with fitting old titles, heretofore the preserve of
noblemen. When the Catholic nobility of the Southern Netherlands regained
free access to their northern possessions during the Twelve Years’ Truce (1609—
1621), most of them decided not to return to rebel territory but rather to sell
off their castles in the Republic to the highest bidder. This was how Johan van
Oldebarnevelt, the State Pensionary, acquired Gunterstein in 1611, a castle still
mediaeval in form at that time. Adriaan Pauw, a successor of his in that office,
obtained the castle of Heemstede outside Bennebroek (in Noord-Holland) by
purchase in 1620 and had it redone in more “chivalric” style, with two tall cor-
ner turrets.3? Constantijn Huygens, determined not to be outshone, bought his
own old castle, Zuylichem, in the Bommelerwaard district, in 1630, and from
then on was able to style himself ‘Lord of Zuylichem' Van Oldebarnevelt, Pauw

30  Boer HWJ]. de — Bruch H., Adriaan Pauw (1585-1663). Staatsman en ambachtsheer
(Heemstede: 1985) 2128, 63—70.
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and Huygens, like other senior diplomats of their age, had acquired a range
of foreign noble titles too, partly by purchase and partly from the grace and
favour of the rulers whose courts they visited. Although a foreign knighthood
did not admit one to the knightly orders of the Republic, the purchase of a real
castle sat well with the bourgeois élite’s determination to approach an aristo-
cratic lifestyle as closely as possible.

In a few instances where there was no old barony with concomitant castle,
people even built a castle from scratch. Volcker Overlander, the most powerful
Amsterdam politician of the first decades of the seventeenth century, obtained
the village of Ilpendam and its environs from the heirs of the Count of Egmond
in 1612. In 1618, he also acquired the rights of the lordship of Ilpendam, but
there had never been a castle. Therefore, in 1622 Overlander had one construct-
ed, which he called Ilpenstein, with ostentatious use of mediaeval elements
such as battlements, corner turrets, moat and drawbridge [Fig. 12.13].3!

aaill

FIGURE 12.13  Huis Ilpenstein, a country house near Purmerend, built in 1622 as a mock
castle. Photo taken shortly before its destruction in 1872
IMAGE © NOORD-HOLLANDS ARCHIEF, HAARLEM

31 Ernst Koning G. van, Het Huis te Ilpendam en deszelfs voornaamste bezitters (Amsterdam:
1836). In the mid-seventeenth century, Ilpenstein was owned by the powerful de Graeff, a
family of Amsterdam burgomasters.
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Such bourgeois new castles were also rising from the ground in the Province of
Utrecht in the mid-seventeenth century. Since 1640, interest in the old stipu-
lations for a knightly fortress had been consistently growing there. A few in-
stances are known of burghers who were so full of noble pretension that they
had a new “chivalric” residence built; examples in Utrecht include Oud-Wulven
and Linschoten. Johan van Toll, a wealthy burgher of Utrecht, purchased the
lordship of the ambacht (amt) of Oud-Wulven in 1634 and had a new coun-
try estate built there in 1635. Despite its modest dimensions, this house was
not without its aspirations. The square house, with stair tower to the side, was
made to look as though it was built on an old motte (castle hill). In reality, the
house stood at the same level as any other local building, but a heavy dollop of
earth had been slung at the ground floor to achieve the effect of a raised house.
Johan van Toll may well have been seeking to give out that he was a descendant
of the mediaeval noble van Toll family, which had died out in the sixteenth
century. If so, Huis Oud-Wulven was an attempt to bolster that claim.32

In1633, Johan Strick bought the farmhouse and lordship rights of Linschoten,
and in 1637 he had a country home built there even though there was no for-
mal knightly fortress.33 Strick had been entered on France’s list of nobility as
an esquier by Louis XI1I in 1634. Yet neither the lordship of Linschoten nor
this French rank entitled him to membership of the Utrecht ridderschap. In
fact, Strick had little need of that anyway, for he was already a member of the
States of Utrecht. His son Johan Strick jr. married the noblewoman Christina
Taets van Amerongen in 1647 and it was he, more than his father, who will have
needed the title in order to be accepted as an equal by his in-laws. With this in
mind, Strick had Huis Linschoten extended around 1648 with all the hallmarks
of a real knightly castle [Fig. 12.14]. This project doubled the size of the house
by adding a new wing to the rear, including the great hall. The front was orna-
mented with two high, narrow corner turrets, and the entire house had a moat
dug around it, so that it now truly stood surrounded by water as a real knightly
fortress would. This was all mere outward show; the house was never acknowl-
edged as an official ridderhofstede, and Strick van Linschoten was not admitted
to the order of Utrecht nobility.

32 Olde Meierink, Kastelen en ridderhofsteden in Utrecht 542.

33  Reinink WA. (ed.), Landgoed Linschoten (Bussum: 1994). Schaik J. van, “De bouwhisto-
rie van het Huis te Linschoten’, Bulletin Koninklijke Nederlandse Oudheidkundige Bond 98
(1999) 141-151.
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FIGURE 12.14 Herman Saftleven, Huis te Linschoten (1654). Oil on canvas, 88 x 128 cm
IMAGE © STICHTING LANDGOED LINSCHOTEN

7 Polderburg, a Paper Castle

Ilpenstein and Linschoten are fine examples of the prestige which an ances-
tral castle provided in the seventeenth century, even if it was of such recent
construction that the mortar was figuratively still wet. Earlier on, we saw that
certain rights could be derived from the possession of a ruined former noble-
man’s castle. In this regard, as in others, inventive suggestions could prove
quite effective. A great dose of creativity, though, was needed to make it seem
believable that some remains of foundations were traces of a ‘forgotten’ castle
of which nobody had ever heard. The following example, from Rotterdam,
demonstrates this. The industrialist, political regent, historian and amateur ar-
chitect Jacob Lois (1620-1676) is best known as architect of the Schielandshuis
in Rotterdam and as the author of a historical treatise on the local district,
the Schieland: Oude ware beschryvinge van Schielant (1672).3* Among Lois’
possessions around the mid-point of the seventeenth century was a small

34  Preserved as a manuscript in Stadsarchief [City Archive] Rotterdam, published in
Unger JHW. - Bezemer W., De oudste kronieken en beschrijvingen van Rotterdam en
Schieland (Rotterdam: 1895) vol. 11 546—621.
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triangular polder between Schiedam and Delft, appropriately known as the
‘Kleine Polder’ (‘small polder’). It was sandwiched between two larger polders,
and was partly submerged in winter as a strategy to manage excess water. Lois
presumably had higher things in mind for this patch of ground, located so use-
fully between Delft, Schiedam and Rotterdam, and the annual inundation was
frustrating this commercial development. However, when he raised his dike
along the stream, he became ensnared in an inevitable conflict with the dike-
warden (dijkgraaf) and high commissioners (hoogheemraden) of Delfland,
who bore responsibility for water management in the area. They commanded
him to lower his dike again on pain of a stiff fine. In 1653, Lois wrote a long
refutation, seeking to prove that the property in question was a venerable old
aristocratic estate which had long been kept drained. He asserted in olden
days there had been a castle on the spot named ‘Polderburg’ (Polder Castle),
founded in 1313 by the van Wassenaers, Holland’s oldest noble family. Proof of
this was provided by the remains of the old foundations which his workmen
had found there, and by two remarkable stones, one bearing the old crest of
the van Wassenaers, the other with an inscription in an antique script, read-
ing ‘POLDER BURCH / ANNO McccXxIII. In addition, Lois had a document
to bolster his case: nothing less than a copy of a chronicle by one Willem van
der Sluijs, dated 1509. This source declared that Kasteel Polderburg had been
founded by Filips van Wassenaer in 1313 and destroyed in 1489. In the text, the
author states that he obtained this information from a text supposedly written
by the author’s uncle, Simon Doedes van der Sluijs, in 1472.35

This story, with its associated inscribed stones and the chronicles of uncle
and nephew van der Sluijs, was entirely a product of Jacob Lois’ fecund
imagination.3¢ He was eager to keep the Kleine Polder dry all year round in
order to use it for any of several possible industrial uses. To make his wish a
reality, he came up with an invented history which he then hoped to use to
derive land rights. Lois had been very sly, in fact, in stitching together the noble
history of his polderland: as an amateur historian, he was well familiar with the
outline of Holland’s past, and as a city father of Rotterdam, he even had access
to the city archives. This way, he had been able to dig out a wealth of real events
to attach to his own narrative. For instance, Simon Doede van der Sluijs was
an historical figure of some significance: one of his roles was court physician
to the Duke of Burgundy, and later on he was Canon of Utrecht Cathedral. His

35 Lois’ copy was published in: Unger — Bezemer, De oudste kronieken en beschrijvingen
vol. 11 11-25.

36  Scholte M.C.P, “Polderenburg’, Rotterdams Jaarboekje (1978) 243-304, and idem,
“Polderenburg 11", Rotterdams Jaarboekje (1980) 236—255.
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nephew Willem, however, probably never existed; he was a creature of Lois’
seventeenth-century mind. In his ‘copy’ of the so-called Chronicle of Simon
van der Sluijs, Lois’ own make-believe about Polderburg is carefully inter-
mingled with historical facts known from other, reliable, sources, affording a
degree of trustworthiness to the text at first glance. The van Wassenaer lords,
for instance, although they had never owned the Kleine Polder, had indeed
been lords of the ambacht of the local legal jurisdiction, the Ketelambacht,
under which the land fell. This made the myth of an old van Wassenaer for-
tress plausible to contemporary historians. It could also quite possibly be true
that mediaeval foundations had been found on the grounds, as Lois stated in
his defence, but these could just as well have been remains of a lease barn or
similar feudal construction. The inscribed stone, if indeed such ever existed,
will have been a fake.

Whatever care and wistfulness Lois had lavished on his rebuttal, he was
the loser of his case against the Delfland water commissioners. The Delfland
secretary harboured doubts as to the veracity of the historical document —
‘Nor is it without major suspicion (if this chronicle is authentic at all) ..." -
but did not further enunciate them.37 Lois lost the case because Delfland was
able to furnish proofs that the Kleine Polder had very much been used as a
regular winter water storage facility in the past. However, the myth of Kasteel
Polderburg had been born, and the genie could not be put back in the bottle.
The connection with the old noble family of the van Wassenaers lent prestige
to the possession of this parcel of ground. Lois sold the land for a handsome
price in 1658 and the new owner disregarded its old name, Kleine Polder, in
favour of a consistent use of the name Polderenburg, to keep the memory of
the ‘lost castle’ alive. From that time on, that was the name given on maps.
To insist further on his vindication, Lois also included the story of Polderburg
Castle in his 1672 history of the Schieland, and a century later, this served as the
basis of another historical description, this time of Rotterdam by the poet and
draughtsman Jacob Kortebrant (1697-1777).38 The “vanished” castle evidently
still so appealed to the imagination that in 1752, Kortebrant drew Polderburg as
it supposedly looked before being ravished in 1489 [Fig. 12.15]: a product of his
fantasy, of course, but it was at least based on the standard model of a modest
fifteenth-century noble house, L-shaped with a stair tower in the inside corner,

37 Oud Archief [Old Archives] Delfland, inv. no. 3510/28, first document, page 2. (Scholte,
“Polderburch I1” 250).

38  Posthumously published as Beschryving der Stad Rotterdam, van haar eerste opkomst en
aanleg af, en van de publyke gebouwen; gedeeltelyk getrokken uit nagelaate geschriften, van
wylen den heer Jacob Kortebrand (Rotterdam: 1786-1787).
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Het H&;.d Poiderbﬁrg’ .aéo als het wasvoor tjaer 1389 . ikl

FIGURE 12.15  Jacob Kortebrant, Het Huis Polderburg zoals het was voor het jaar 1489.
Drawing, 1752
IMAGE © GEMEENTEARCHIEF ROTTERDAM

in line with the summary description given it by pseudo-van der Sluijs (i.e.
Lois): ‘... with octagonal tower, a right proper building’3? Art is glad to oblige
what people wish to see.

The Polderburg issue also demonstrates how persistent some of these sto-
ries proved to be. Made up as an argument of convenience in a dispute over
water management, the land’s noble backstory was increasingly cherished and
embellished by subsequent generations. In the eighteenth century, the castle
in the air acquired physical form, and from the nineteenth century onwards,
the ‘vanished castle’ was even included in the first reasonably systematic gazet-
teers of Dutch antiquities. In this capacity, it was even mentioned on occasion
in the twentieth century. The supposed chronicle of (pseudo-)Simon van der
Sluijs of 1472 (in reality, Lois’ work of 1653 ) was even taken at face value in 1895,
by being included in an academic overview of materials on Rotterdam. Only

39  ‘met een achtcantige toren, sijnde een proper gebouw’ Unger — Bezemer, De oudste
kronieken en beschrijvingen 609.
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three centuries later, in 1978, would this myth be deconstructed and found
to be riddled with holes.#°

8 Strategy or Romance?

In all the examples of real knightly fortresses, castles and imitation knight-
ly fortresses discussed, we emphatically do not have to do with any kind of
“chivalrous Romantic” style. In the seventeenth century, the deployment of
archaic architectural forms harking back to mediaeval castles was not an ex-
pression of literary or romantic enamouredness of an idealised past. Rather,
this architectural choice was motivated by political and social ambitions, the
confirmation (or pretension) of deep-rootedness, and concern with the house’s
and family’s rank and status. In an age in which historical precedence implied
specific claims to power, building towers and moats was no fantasy game by
the patron, nor an artistic whimsy by the architect; it was part of a strategy in
which seeking connection to one’s class of peers was just as vital as getting one
up on undesirable arrivistes. Here, we have exclusively to do with the exter-
nal display of chivalry. There was no trace of chivalrous elements in the inter-
nal architecture of the period; there, a family’s ancient lineage was displayed
through family portraiture, family trees and coats of arms, not with architec-
tural features. In this regard, the castle architecture of the seventeenth century
differs fundamentally from the Gothic revival of the nineteenth. Castles were
no longer politically privileged by the time of the construction of houses such
as De Schaffelaar outside Barneveld (1840) or Kasteel de Haar at Haarzuylen
(1890). By that time, castle features had made way for Romantic allusions to
mediaeval knightly honour, piety and/or virtue. To evoke that historical atmo-
sphere as intensely as possible, Gothic forms were in the nineteenth century
carried into the interior too, in the form of vaulting, wall timbers and even such
minor details as lamps, furniture and door handles.
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CHAPTER 13

‘Non erubescat Hollandia’: Classical
Embarrassment of Riches and the Construction
of Local History in Hadrianus Junius’ Batavia

Coen Maas

1 Embarrassment of Riches and Humanism

At least since 1987, when Simon Schama published his famous study The
Embarrassment of Riches: An Interpretation of Dutch Culture in the Golden Age,
it has been well known that there was a strong connection between notions of
wealth and collective identity in the early modern Low Countries, or at least
in Holland.! In this book, the incomparable wealth and the boundless consum-
erism in the young Dutch Republic are contrasted with the dominant moral-
ist discourse of the seventeenth century — a discourse that was often hostile
to avarice, luxury, and wasting money. According to Schama, this paradoxical
phenomenon is at odds with Max Weber’s famous thesis that Calvinism de-
nounced consumerism, praised a strong work ethic, and regarded wealth as
a confirmation of God’s benevolence, that in doing so it created favourable
conditions for investment as an alternative to consumption, and that it thus
contributed to the rise of capitalism.? Schama argued that this theory does
not explain the situation in the seventeenth-century Dutch Republic very well,
because despite the dominance of Calvinism, the Dutch Republic witnessed
a strong consumerist culture. Moreover, Calvinism was far from unique in
its critique of wealth. Most importantly, however, Calvinists often criticized

1 Schama S., The Embarrassment of Riches: An Interpretation of Dutch Culture in the Golden
Age (New York: 1987). Schama’s study has often been criticized for its rather exclusive focus
on Holland. See, for example, Price J.L., “The Dangers of Unscientific History: Schama and
the Dutch Seventeenth-Century’, Bijdragen en Mededelingen betreffende de Geschiedenis der
Nederlanden 104, 1 (1989) 39—42; Haitsma Mulier E.O.G., “Tekens en symbolen in het zeven-
tiende-eeuwse Nederland: geschiedschrijving als emblematiek”, Bijdragen en Mededelingen
betreffende de Geschiedenis der Nederlanden 104, 1 (1989) 43—50, especially 45. Lem G.A.C. van
der, “Van zure druiven?... en een zoute haring. De eerste reacties in Nederland op Schama’s
Overvloed en onbehagen”, De Zeventiende Eeuw 4, 2 (1988) 69—75, especially 73—74, thought
that Schama’s attention to Holland was justified in view of the economic and cultural situa-
tion in the seventeenth century.

2 Weber M., The Protestant Ethic and the Spirit of Capitalism (London: 1930).

© COEN MAAS, 2019 | DOI:10.1163/9789004378216_015
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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the phenomenon they were supposed to have boosted: (lucrative returns on)
investment.

As I just indicated, Schama did not present Calvinism as the only intellec-
tual background to the Dutch embarrassment of riches. He also pointed to the
important role played by humanism, which succeeded in reconciling ethics
and wealth in a pragmatic manner: wealth did not have to be rejected, as long
as its owner used it for good purposes, such as charity contributions or loans
without usury:

In this working compromise, the regents acknowledged the need for
some sort of antipecuniary ethic to restrain capitalism from anarchy
and abuse, and the church recognized that, however perilous for a godly
Republic, Dutch wealth was a fact of life and could be made to work for
righteous ends. By default, then, Calvinist social teaching collapsed back
onto its humanist origins.3

The Dutch attitude towards wealth was in Schama’s view a synthesis of
Calvinism and humanism:

The official creeds of both Calvinism and humanism, then, were agreed
that lucre was indeed filthy, and that devotion to its cult constituted a
kind of polluting idolatry. In its extreme forms of avarice and cupidity it
could unhinge the conscience and reason and turn free souls into fawn-
ing slaves.#

It remains somewhat unclear, however, what exactly Schama meant by
‘humanism’5 In this context, he referred in particular to classical Stoicism and
the work of Erasmus. In addition, Schama mentioned later humanists writing
in the vernacular, such as Dirck Volkertszoon Coornhert (1522-1590), Roemer
Visscher (1547-1620), and Hendrik Laurenszoon Spieghel (1549-1612), whom
he regarded as Erasmians. In itself, the link with Erasmus is not a very surpris-
ing suggestion, as Erasmus was, of course, the most famous humanist from
the Low Countries, and works like his successful Enchiridion militis Christiani
(first edition 1503) indeed contained pragmatic ideas similar to the ones to
which Schama referred. In the Enchiridion, Erasmus argued that one has to

Schama, The Embarrassment of Riches 338.
Idem 334.
For this critique, see also Haitsma Mulier, “Tekens en symbolen” 46.
Schama, The Embarrassment of Riches 295, 326328, 330, 362, 370, 408.
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focus on Christ above all, but that wealth can help one to do so by making
deeds of charity possible. Riches are therefore not inherently evil, although
there is always a risk that greed will be a distraction from one’s true purposes
in life. Moreover, the Bible demonstrates that it is by no means impossible to
lead a morally sound life without great possessions.” It seems natural to con-
nect these ideas with Stoic thought, because in this passage Erasmus explicitly
refers to the distinction made by Epictetus between things that are within our
control and things that are not.® Wealth belongs to the second category, on
which one ought to be as little dependent as possible. In addition, Erasmus
characterizes riches as one of the falsa bona that should be distinguished from
the vera bona - a distinction that would later return in Justus Lipsius’ Neo-Stoic
classic De constantia (1584).°

However, by conflating humanism and Stoicism, Schama oversimplified hu-
manist discourse on wealth.l® Humanism was a loose movement that aimed
to revive all facets of classical culture without propagating a single morality or
ideology, let alone a systematic philosophy.! This also applies to ideas about
wealth. Different humanists thought about ownership and consumption in
very different ways, and if they relied on classical philosophy to support their
ideas — as they often did — their philosopher of choice could be Aristotle as
well as Epictetus or Seneca. The humanist and reformer Philipp Melanchthon
(1497-1560), for instance, defended a Peripatetic approach in which the ac-
quisition of property was an essential means to maintain a household. To this
extent, it could be conducive to a virtuous life, but wealth must never be an
end in itself (as happened in the case of merchants and usurers).1? Moreover,
antiquity provided Epicurean ideas about riches, emphasizing that a state

7 Erasmus Desiderius, Enchiridion de milite Christiano in quo taxatis vulgi superstitionibus ad
priscae religionis puritatem (Leipzig, Valentin Schumann: 1515) fols. L v—L11 r (‘Aduersum
irritamenta auaritiae’).

8 Epictetus, Enchiridion 1, referred to by Erasmus, Enchiridion fol. L1 v. As the title already
suggests, Epictetus’ work was an important model for Erasmus’ moral handbook.

9 Erasmus, Enchiridion fol. L11 r. See also Lipsius Justus, De constantia (Leiden, Christoffel
Plantijn: 1584) 18-19. For the Stoic idea of wealth as bonum falsum, see, for instance,
Seneca the Younger, Epistulae morales ad Lucilium 17, 87, and 119.

10  Ithasbeen observed before that Schama’s generalizations are often at odds with the avail-
able historical sources. See, amongst others, Price, “The Dangers of Unscientific History”
42; Deursen A.Th. van, “Simon Schama: de band met de zeventiende eeuw”, Ons erfdeel 32,
4 (1989) 565-571, especially 569-570.

11 See, for instance, Kristeller P.O., Renaissance Thought and Its Sources (New York: 1979).

12 A good example can be found in Melanchthon’s Philosophiae moralis epitome (1538): see
Melanchthon Philipp, Opera quae supersunt omnia, eds. K.G. Bretschneider — H.E. Bindseil,
vol. xvI1, 37-38. See also his scriptural exegeses in vol. XXV, 28—42 and 244—270. In the
Middle Ages, similar ideas were not unusual either. See, for instance, Thomas Aquinas,
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of voluptas could be reached more easily if one needed little in order to be
satisfied.!® Finally, there were the exemplary lives of Cynic philosophers, such
as Diogenes of Sinope and Crates of Thebes, which presented poverty and as-
ceticism as a way to live in accordance with nature. Erasmus, for instance, also
referred to the example of Crates, who gave away all his money to live a penni-
less life on the streets of Athens.#

This wide variety of philosophical, religious, and political positions taken by
humanist men of learning with regard to the phenomenon of wealth, as well
as the heterogeneity of the classical heritage they employed to authorize their
claims, makes any single overarching thesis about the relationship between
‘humanist thought’ and the embarrassment of riches in the early modern Low
Countries hard to sustain. Therefore, in order to better understand the devel-
opment of ideas about wealth in the early modern Low Countries, as well as
the role of classical philosophical commonplaces in this process, it seems that
rather than collect isolated manifestations of ideas about wealth, a more fruit-
ful type of approach would be to begin by studying individual authors and ex-
amining how such ideas fit into the larger arguments they develop.!® This focus
on the use to which ideas are put within the rhetorical design of a text has the
additional advantage that it not only shows that particular authors employed
particular notions and authorities, but also why they did so. It also fits in better
with humanist practices of reading and writing, which often involved a careful
integration of excerpts from a wide array of texts into coherent new writings.!6

Summa theologiae 1-11, 2, i. The key source for such peripatetic notions is Aristotle,
Politics 1256b27-1257a4.

13 See, for instance, Lucretius, De rerum natura v, m7-1g: ‘Quod siquis vera vitam ra-
tione gubernet, / Divitiae grandes homini sunt vivere parce / Aequo animo; neque enim
est umquam penuria parvi. Another example would be Horace, Carmina 111, 1, 25-26:
‘Desiderantem quod satis est neque / tumultuosum sollicitat mare’ For the ideas of
Epicurus himself, see Usener H. (ed.), Epicurea (Leipzig: 1887), fragments 135, 202, 476,
and 548.

14  Erasmus, Enchiridion fol. xx1 v.

15  Cf Quentin Skinner’s approach to the history of ideas as ‘treat[ing] the understanding of
concepts as always, in part, a matter of understanding what can be done with them in ar-
gument’: Skinner Q.R.D., “Rhetoric and Conceptual Change”, Finnish Yearbook of Political
Thought 3 (1999) 6073, especially 62.

16 See, for instance, Erasmus Desiderius, Opera omnia, recognita et adnotatione critica in-
structa notisque illustrata (Amsterdam: 1969ff.), vol. 1, 2, 652: ‘Concoquendum est, quod
varia diutinaque lectione devoraris, meditatione traiiciendum in vaenas animi, potius
quam in memoriam aut indicem, ut omni pabulorum genere saginatum ingenium ex sese
gignat orationem, quae non hunc aut illum florem, frondem, gramenve redoleat: sed in-
dolem affectusque pectoris tui'
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2 A Case Study: Junius’ Batavia

In this article, I would like to exemplify the above-mentioned approach, dem-
onstrating how classical sources about wealth were incorporated into the argu-
ment of a humanist text about the identity of Holland and what the purpose
of this incorporation was. The object of my analysis will be the work of history
called Batavia [Fig. 13.1], written by Hadrianus Junius (151-1575) [Fig. 13.2], a
humanist from the city of Haarlem in Holland who belonged to the same cir-
cles as Coornhert. Junius was the official historian of the States of Holland and
wrote the book, which is a chorographic description of Holland, in the period
between 1565 and 1570.7 It was published posthumously in 1588, and proved
to be one of the most important historiographical works in sixteenth-century
Holland.!® Apart from the wide reception of the Batavia in the Low Countries
and its humanist character, the Batavia is also an interesting work for the pur-
poses of this article because it was written around the start of the Dutch Revolt
(1568-1648) that would soon lead to the establishment of the Dutch Republic
(1581) and contains outspokenly critical passages about the consequences of
luxury, even though Junius — like Erasmus, Coornhert, Visscher, and Spieghel —
was not a Calvinist: his religious position is perhaps best described as tolerant
Catholicism.!?

17 Junius Hadrianus, Batavia (Leiden, Franciscus Raphelengius: 1588). A Dutch translation
with an introduction and annotations is available in Junius Hadrianus, Holland is een ei-
land. De Batavia van Hadrianus Junius (151-1575), trans. N. de Glas (Hilversum: 2011). For
more historical background with regard to the Batavia, see Vermaseren B.A., “Het ontstaan
van Hadrianus Junius’ Batavia”, in Huldeboek Pater Dr. Bonaventura Kruitwagen O.F.M.
(’s-Gravenhage: 1949) 407—426. For Junius’ biography, see Miert D. van, Hadrianus Junius
(15m1-1575). Een humanist uit Hoorn (Hoorn: 2011). For the relationship between Junius
and Coornhert, see Miert D. van, “Introduction: Hadrianus Junius and Northern Dutch
Humanism’, in Miert D. van (ed.), The Kaleidoscopic Scholarship of Hadrianus Junius
(1511-1575): Northern Humanism at the Dawn of the Dutch Golden Age, Brill's Studies in
Intellectual History 199 (Leiden: 2011) 1-15, especially 10.

18 For the importance of the Batavia in the historiographical tradition, see Glas N. de,
“Context, Conception and Content of Hadrianus Junius’ Batavia”, in Van Miert (ed.),
Kaleidoscopic Scholarship 69—95; Maas C., “Hadrianus Junius’ Batavia and the Formation
of a Historiographical Canon in Holland”, in Van Miert (ed.), Kaleidoscopic Scholarship
38-68.

19  Miert D. van, “The Religious Beliefs of Hadrianus Junius (1511-1575)", in Schnur R. et al.
(eds.), Acta Conventus Neolatini Cantabrigiensis: Proceedings of the Eleventh International
Congress of Neo-Latin Studies, Cambridge. 2000 (Tempe, AZ: 2003) 583-594-
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3 Ancient Roman Frugality and Junius’ Embarrassment of Riches

The starting point of my analysis will be the following passage from the Batavia
about excesses of wealth, especially with regard to foreign delicacies. This pas-
sage illustrates that humanist writings from the sixteenth century indeed pro-
vided a rich soil for the embarrassment of riches in the seventeenth century
that was described by Schama.2°

Paulo ante haec tempora luxus mensarum citra exemplum maximus et
nepotinis tantum non prodigisque sumptibus exercitus, et in immensum
auctus, profligatis iam moribus civilibus, finem modumque omnem trans-
ierat, quando pretiosa fames et macelli conturbatrix (ut Epigrammatarii
verba ad eam rem aptius exprimendam adducam) terra marique exqui-
sitas ciborum delitias et cupediarum indagines vestigabat, donec dites et
generis etiam claritate celebres familiae, studio magnificentiae in epula-
rum apparatu ad summa progressae, aut comesis devoratisque patrimo-
niis decoxere, aut in vetere aere alieno obstrictae ac vacillantes fortunas
suas conturbarunt, posteris nihil praeter luctum et querelas relinquentes.

Not long before my time, the luxury at the tables had reached an incred-
ible climax, and one could almost speak of an insane extravagance. It
exceeded all bounds, and the ordinary way of life was utterly destroyed. It
was beyond every limit and measure. Hunger costs plenty and the market
makes you go broke! (I quote Martial in order to better represent the situ-
ation.) By land and sea, people searched for the most exquisite delicacies;
it was a true hunt for pleasure, until the rich and also the famous noble
families had gone so far in their passion for sumptuous dinners that they
had become bankrupt by eating and swallowing their family heritage
or had become struck and staggering by long-contracted debt and had
upset their fortune, leaving nothing but mourning and lamentations for
posterity.2!

Like many other humanists, Junius was a man of encyclopaedic learning; he
wrote Animadversa, textual comments on various classical writings, and a

20  Perhaps even so rich that Calvinism is no longer needed to explain the appearance of the
phenomenon: see McCants A.E.C., Civic Charity in a Golden Age: Orphan Care in Early
Modern Amsterdam (Urbana, IL: 1997) 14-15.

21 Junius, Batavia 224 (all translations are mine, although in many cases they are indebted to
De Glas’ Dutch translation). Junius quotes Martial, Epigrammata X, 96, 9.
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collection of Adagia in the style of Erasmus. Moreover, he published a number
of lexicographical works. The passage quoted above also testifies to his learn-
ing. In addition to the explicit quote from Martial, it implicitly incorporates
a lot of other classical materials. I will discuss the most important subtexts,
which provide some clues as to the intellectual orientation of Junius’ invective
against wealth.

The most important source for Junius’ text is Roman historiography. First of
all, Junius borrows a phrase from Suetonius’ biography of Caligula, in which
the Emperor’s extravagant luxury is criticized.?? In addition, and more inter-
estingly, Junius uses a sentence from Tacitus’ Annales that stems from a lon-
ger passage in which Emperor Tiberius argues that he is not in a position to
curb the excessive wealth ({uxus) that was the result of foreign wars.2? In this
passage, both the character of Tiberius and the narrator point to the frugality
(parsimonia) of the ancient Romans that had been lost, although the narrator
observes a revival of this virtue in the time of Emperor Vespasian.2* A similar
narrative about the decline of ancient Roman parsimony can be found in the
so-called archaeologia in Sallust’s Bellum Catilinae: the Romans used to be par-
simonious, but they lost this virtue after the conquest of the East and the vic-
tory over Carthage. Junius also adopted a phrase from this passage.25

Apparently, the main intellectual source of Junius’ invective against wealth
is not so much any one philosophical school, such as the Stoa, but rather a
traditional Roman cocktail of chauvinism, moralism, and conservatism that
found expression in a historical narrative about the decline of ancient frugal-
ity. However, Junius did not limit his quest for proponents of the primeval
Roman virtue of thriftiness to the genre of historiography. Satire, for instance,
also provided a rich source of materials. In this passage, Junius includes a
fragment from the Roman satirist Lucilius that was preserved in the work of
Lactantius.?6 Moreover, he is using an essay by Aulus Gellius, another propo-
nent of ancient Romanness, in which the value of home-grown food is de-
fended, with references to poems by the Roman satirist Varro and the Greek

22 Suetonius, Vita Gai 37: ‘nepotinis sumptibus omnium prodigorum ingenia superavit.
Modern texts usually read nepotatus instead of nepotinis.

23 Tacitus, Annales 111, 55: luxusque mensae [ ...] profusis sumptibus exerciti paulatim exole-
vere. [...] dites olim familiae nobilium aut claritudine insignes studio magnificentiae
prolabebantur’.

24  Tiberius’ speech can be found in Tacitus, Annales 111, 53-54. Tacitus expresses his own
views in Annales 111, 55.

25  Sallust, Bellum Catilinae 13: ‘vescendi causa terra marique omnia exquirere’. The excursus
on Roman history (archaeologia) is found in Bellum Catilinae 6-13.

26  Lucilius, Satiren, ed. W. Krenkel (Leiden: 1970), fr. 1347: ‘virtus quaerendae finem re scire
modumque’. The fragment was preserved in Lactantius, Divinae institutiones V1, 5.
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tragedian Euripides.?” Finally, Junius uses two passages from Cicero’s second
Catilinarian oration, which incorporates traditional Roman values to serve a
function similar to that in Sallust’s work: portraying Catiline as the product of
moral decline.?8

Schama acknowledges the importance of these ancient ideas in the Dutch
Golden Age as well, referring to them as ‘the Roman stoic lament for the
sybaritic corruption of republican virtue’2® Such a characterization is not en-
tirely accurate for Junius’ ideas about wealth in the Batavia, however, and it
might not be for many seventeenth-century writings either. Most importantly,
Stoicism was by no means the only school of thought to express reservations
about riches, and it was certainly not the most critical in this respect, as it
placed wealth into the category of indifferentia and did not regard it as a moral
evil per se. Moreover, it is difficult to label the Roman authors Junius did rely
on in this context as clear-cut Stoics, even though some of their works may
contain ideas compatible with Stoicism.30

4 Marcus Porcius Cato the Elder and the Frugality of the Roman
Farmer

In brief, Junius does not rely on a single philosophical school or even a single
literary genre to find inspiration and authority for the content and wording
of his attack on luxury in Holland. Neither Stoic ideas3! nor religious motives,
let alone specifically Erasmian or Calvinist views, are visible in this passage.
Instead, Junius leaned on a diverse body of classical texts — historiography and
satire in particular — that express the traditional Roman commonplace that
the influx of riches from the East corrupted the pristine Roman morality of

27 Aulus Gellius, Noctes Atticae v1, 16: ‘cenarum ciborum exquisitas delicias |[...] terra et mari
conquirunt [...] indagines cuppediarum’.

28  Cicero, In Catilinam oratio secunda 10: ‘patrimonia sua profuderunt, fortunas suas ob-
ligaverunt’; Cicero, In Catilinam oratio secunda 21: ‘in vetere aere alieno vacillant.

29  Schama, The Embarrassment of Riches 295.

30  With the possible exception of Persius, who in his fifth satire — which is quoted by Junius,
as mentioned below — discusses the Stoic paradox that only the Stoic sage is truly free and
explains how luxury and avarice may endanger this freedom.

31 The reason for this cannot be that Junius was unaware of Stoic views on wealth, since
Junius clearly relied on such ideas in one of his emblems: see emblem x1111 (Principum
opes, plebis adminicula) in Junius Hadrianus, Emblemata (Antwerp, Christopher Plantin:
1565) 20, as well as the commentary on this emblem on pp. go—91, in which Junius ex-
plains that the ‘magnanimus et fortis vir’ with his ‘constans animus’ will not be disturbed
by the extravagant riches of the powerful.
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parsimony.3? This eclecticism does not, of course, preclude the existence of
prototypical characters who function as symbols for the ethics of frugality on
which Junius’ rhetoric relies. One such figure, Marcus Porcius Cato the Elder, is
encountered in the following passage from the Batavia:

Iam si velim, postquam piscario in foro res vertitur, nostri maris deli-
cias omnes recensere, tempus me deficiat. Neque vero obsonivororum
(quo nomine dicebantur olim qui piscibus delectabantur) convitium in
nos distringi velim, aut Romanae luxuriae nota inuri, quam non veritus
fuit attingere Cato, quum nimium vero elogio testatus est, pluris Romae
piscem vaenire, quam bovem, propterea quod piscibus luxum metirentur,
(ut Asinius Celer, qui mullum piscem octo millibus nummum emit:) [...].

Since we are talking about the fish market anyway: if I would like, I could
discuss all the delicacies from our sea, but that would require too much
time. And I would not wish that we Hollanders would be labelled as ‘ob-
sonivores’ (people who like fish used to go by that name), and that we
would receive the brand of Roman decadence (Romanae luxuriae nota).
Cato did not hesitate to mention this with his very true observation that
fish is sold in Rome against a higher price than beef. For luxury was mea-
sured by the fish (for instance in the case of Asinius Celer, who bought
one mullet for eight thousand sesterces).33

Again, the intellectual movement that Junius seems to adhere to here is not
Stoicism or any other philosophy, but the conservative Roman tradition which
recounts how the old virtuous Rome became corrupted as a result of the exotic
riches that flooded the city after its conquests in the decadent East. Polybius,
one of the first authors who expressed this idea, made an explicit connection
with the thought of Cato, who is also mentioned by Junius here and who had
said that the decline of the Roman Republic could be observed in the fact that

32 Atsome points, Schama does seem to be aware of this approach: see, for instance, Schama,
The Embarrassment of Riches 42, where he refers to Andries Vierlingh'’s use of aphorisms
drawn from the ‘standard canon of northern humanism) which was supposed to include
such authors as Ovid and Cato.

33  Junius, Batavia 204. In what follows, Junius also discusses the verses from Varro’s satires
that appear in Aulus Gellius, Noctes Atticae v1, 16, mentioned above. The story about
Asinius can be found in Pliny the Elder, Naturalis historia 1x, 31, 67. For fish as a symbol
of extreme luxury (especially the mullus), see also Déry C.A., “Fish and Food as Symbol
in Ancient Rome”, in Walker H. (ed.), Fish: Food from the Waters. Proceedings of the Oxford
Symposium on Food and Cookery 1997 (Totnes: 1998) 94-115. Juvenal’s fourth satire pro-
vides a fine parallel to Pliny’s anecdote.
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male prostitutes were more profitable than farming land, and pots of caviar
more than ploughmen.34 The idea of Roman decadence caused by (Oriental)
riches subsequently became a stock ingredient of the Roman historiographical
tradition,3> taken up by authors such as Sallust, Tacitus, and Gellius, who all
shared an admiration for Cato.36

The moral views of Cato and many later writers in which austerity was pre-
sented as an original Roman virtue, however, did not imply that all forms of
property were rejected. Specific forms of property acquisition were regarded
as superior to others. Cato expressed this succinctly in the praefatio to his
work De agricultura, where he emphasized that trade and money-lending were
dangerous and dishonourable, while farming brought respectable profit and
turned men into good soldiers.3” These values were associated specifically with
the senatorial class.38 This aristocratic attitude towards wealth would remain
arecurring theme in Roman literature. Key elements of this tradition were the
ancient Roman austerity of agrarian life, set against exotic luxuriance, and the
decay of this austerity due to successful foreign wars.

Junius applies this combination of ideas to his own context. A good example
is his discussion of cheese. In his view, the consumption of expensive foreign
cheese was an undesirable form of decadence.

De Caseorum bonitate cum quibusuis etiam nationibus in certamen ve-
nire non erubescat Hollandia, non dubitanda palma gloriae, nisi exoticas
delitias fracta luxurie et profunda ingluvie palata praeferrent, nisi rerum
venalium pretiis maioribus accenderetur gulae ingenium, et (ut dictita-
bat Heliogabalus) orexis.

34  Polybius, Historiae xxx1, 25, 4—7. The quote from Cato included by Junius is drawn from
Plutarch, Cato Maior 8: ‘Katyyop@v 8¢ tiig molvteAelog Epy xahemd elvat owbfvor TéAw, &v fj
mwAettat mAeiovog iyBbs 1) Bods’

35 See, for instance, Livy, Ab urbe condita, praefatio 11—12; Sallust, Bellum Catilinae 10-13.
Another excellent illustration of the tradition can be found in Juvenal, Saturae vi1, 292—
300, who refers to the paupertas Romana.

36 For Sallust, see Levene D.S., “Sallust’s Catiline and Cato the Censor”, Classical Quarterly 50,
1(2000) 170-191. For Tacitus, see Martin R.H., Tacitus (Berkeley — Los Angeles: 1981) 15-16;
Gowing A.M., “From the Annalists to the Annales: Latin Historiography before Tacitus’, in
Woodman AJ. (ed.), The Cambridge Companion to Tacitus (Cambridge: 2009) 17—30, espe-
cially 19. For Gellius, see Ceaicovschi K., “Cato the Elder in Aulus Gellius”, lllinois Classical
Studies 33—34 (2008-2009) 25-39.

37  Marcus Porcius Cato, De agricultura, praefatio.

38 See, for instance, Cicero, De officiis 1, 151 and Livy, Ab urbe condita XX1, 63. Aristocratic
overtones are also present in Cato’s praefatio, which speaks about the vir bonus and what
is honestum. Junius was familiar with such ideas: see Junius, Batavia 323, where he refers
to the Roman preference for agriculture among the nobility.
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As regards the quality of our cheese, Holland does not have to be embar-
rassed to compete with any other people. And we would even be sure
about the palm of victory if our gastronomes would not be so spoiled by
their gluttonous extravagance and if they would not only fancy foreign
delicacies; a gluttony and (as Elagabalus called it) an orexis, which is fur-
ther stimulated by the fact that those articles are much more expensive.3?

Subsequently, Junius discusses two epigrams by Martial about the nutritional
value of particular Italian cheeses. Then he returns to the subject of cheese
from Holland and explains how his fellow countrymen crave cheese from
Parma and Piacenza rather than from Texel, Griend, ’s-Gravenzande, and
Edam.*° Junius explicitly presents this local production of cheese as a source
of riches (aurea ubertas, opum affluentia) or even a rich Horn of Amalthea, but
he leaves no room for doubt: this is in itself not a reason for embarrassment
(non erubescat Hollandia). Junius becomes concerned about undesirable glut-
tony (ingluvies, orexis), intemperance (luxuries, luxuria) and licentiousness
(lascivia) only at the point at which the inhabitants of Holland despise their
own agricultural wealth and develop a penchant for foreign products obtained
by trade.*!

5 Roman Frugality and the Simplicity of Holland

The passages discussed above demonstrate that in expressing his attitude to-
wards wealth, Junius called on a tradition of Roman chauvinist moralism. This
raises the question whether Junius’ embarrassment of riches can also in any
way be called chauvinistic or patriotic. In this respect, it should be pointed out
that his ideas on wealth seem to have some connection with sixteenth-century

39  Junius, Batavia 198. The text erroneously reads palmae gloria. The anecdote about
Emperor Elagabalus derives from the Historia Augusta: Aelius Lampridius, Vita Antonini
Heliogabali 29. The quote from Cicero is In Verrem 1v, 47.

40  Junius, Batavia 198-199. The poems referred to are Martial, Epigrammata X111, 30 and 31.
In this section, too, the intellectual background recurs that we have already noticed in
an earlier passage, in particular the section from Aulus Gellius. See Aulus Gellius, Noctes
Atticae V1, 16: ‘genera autem nominaque edulium et domicilia ciborum omnibus aliis
praestantia, quae profunda ingluvies vestigavit [...] per luxum animi parata atque facilia
fastidientis per inprobam satietatis lasciviam’.

41 Similar remarks can be found in two passages devoted to rabbit fur and wine: Junius,
Batavia 209—210 and 213. See also Junius, Batavia 222, about the farmers in the northern
parts of Holland, who live a harsh life of parsimony and survive on a diet of rye bread,
cheese, milk, and whey.
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stereotypes about Hollanders, and especially their ‘simplicity’ In Erasmus’
famous essay about the expression Auris Batava (1508), for instance, the
ingenium simplex of the Hollanders had already been discussed and praised.
In the footsteps of the humanist from Rotterdam, Reynier Snoy (1474/1475—
1537), from Gouda, had called his fellow countrymen ‘remarkable for their
faithfulness, simple and dove-like’ ( fidelitate conspicua, simplex ac columbina).
Gerardus Listrius (ca. 1490—after 1522), from Utrecht, referred to the ‘simplic-
ity of their character, and their unadorned manners’ (ingenii simplicitatem, et
mores minime fucatos), while Hadrianus Barlandus (1486-1538), from Zeeland,
said that the Hollanders were ‘diligent, busy, simple and very much inclined to
every form of gentleness and friendliness’ (industrii, negotiosi, simplices, et ad
omnem humanitatem benignitatemque propensissimi).*?

In all these texts, the simplicitas of the Hollanders seems to refer in par-
ticular to their moral sincerity and verbal directness or even bluntness.*3 This
concept recurs in the Batavia in the context of an ethnographic description
which also features their frugality:

Genus hominum procerum habet Hollandia, alta magis quam humili
statura, corporibus validum, forma liberali, ingenio aperto et facili, quod
olim dolis atque exterorum artibus obnoxium propterea fuisse nota-
tum est: sed nunc ea simplicitas, tanquam cos attritu, peregrinationibus
longoque commerciorum usu exercita, vafriciei nonnihil attraxit, quod
mercaturae et negotiationis studio bona pars hominum quantumvis
longinquas totoque terrarum orbe semotas ac dissitas regiones peragrat,
unde multiplex linguarum et ingeniorum cognitio mores imbuit, et in
Ulysseos mutavit, homines a barbarie prima quam Romani scriptores
illis dant, multum diuersi, sermo et congressus comis illis est, laboris
patientia summa. Id in genere dicendum est et vere, et cum laude, imo
et finitimorum confessione, Hollandos esse frugi et attentos oeconomos
patresque familias: qui formicae exemplum secuti condunt sub hyemem,
quae illa anni partis iniuria negatura videtur, coemptis piscibus carnibus-
que, quae vel muria domant, vel fumo durant.

42 Erasmus, Opera omnia 11, 8, 40; Snoy Reynier, De rebus Batavicis libri XIII, ed. Jacobus
Brassica (Frankfurt, Daniel and David Aubry and Clemens Schleich: 1620) 13; Erasmus,
Opera omnia1v, 3, 85 (for the remark by Listrius); Barlandus Hadrianus, Rerum gestarum a
Brabantiae ducibus historia usque in annum vigesimum sextum supra MD restitutae salutis
(Antwerp, Johannes Hillen van Hoochstraten: 1526) fol. s4 v.

43  Junius knew this stereotype and refers to it in Junius, Batavia 219—220, but there he uses
terms like crassus and stupidus, rather than simplex.
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Holland has a tall sort of people, who have a long rather than a short
stature; they have strong bodies and the appearance of freeborn men.
They are open-minded and easy-going, so that they used to be known for
their susceptibility to the fraud and deceit of foreigners. But nowadays
that simplicity (simplicitas) — as happens to a whetstone by rubbing —
has been eroded by journeys and long-lasting trading experience and has
adopted some cunning. For as a result of their eagerness for trade and
business, a large part of the population traverses the entire world to its
most remote angles. Their acquaintance with many languages and cul-
tures has influenced them and changed them into people like Ulysses.
They are very different now from what they used to be, when the Roman
writers attributed to them that primitive character: they are friendly in
their contacts and conversations, and they do not avoid making an effort.
One thing can be said about them with certainty and praise, and even the
neighbouring people acknowledge this: the Hollanders are frugal, they
carefully manage their financial position, and they are responsible heads
of the family. In accordance with the example of the ant, they build up
a stock towards the winter of what that unjust season will likely with-
hold: they buy meat and fish, and they conserve them by means of salt
or smoke.

This passage combines a number of themes I have discussed above. It pres-
ents the Hollanders as frugal housekeepers stocking agricultural products. And
just like parsimony is often threatened by riches — a risk that is actually not
mentioned in this specific passage — the old simplicitas of Holland lost out to
distant trade voyages.*> This allows me to make two points. First of all, the
passage shows that an embarrassment of riches is for Junius partly a matter of
collective identity: it characterizes the Hollanders as much as their simplicitas
does. Just like the Roman narrative he incorporates, it contributes to a sense of
chauvinistic pride. Secondly, both this passage and several other passages dis-
cussed above — including those from the Batavia — bear witness to the idea that
deviations from ancient virtue are due to luxury resulting from foreign trade
rather than from local production, in a fashion similar to that of the primordial

44  Junius, Batavia 220.

45  Atthe time that Junius wrote the Batavia, the Hollanders were not yet involved in trade in
East Indies. The distant trade voyages Junius refers to should therefore rather be thought
of as voyages to Norway, the Baltic Sea, Denmark, Brittany, Spain, and the African coast
(see Junius, Batavia 198, 205-206, 222 and 278-279).
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Roman paupertas ac parsimonia (as Livy called it*6), which perished due to
the rich spoils of the Eastern campaigns.

6 The Point of Frugality: Scholars and Noblemen

In the previous sections, I argued that Junius was enhancing the traditional
self-presentation of Holland as a simple and frugal community by drawing on
a conservative Roman tradition preserved in genres such as historiography and
satire. But what was the socio-economical context in which his emphasis on
these literary motives made sense?

As has been noted in scholarly literature about the subject, Junius had been
dependent on aristocratic patronage for much of his life, and his appointment
as a historian of the States of Holland was largely due to the nobility, while
some cities had opposed it.*” In the years just around the beginning of the
Dutch Revolt, when Junius wrote the Batavia, the position of the nobility in
Holland was still strong. Noble families like those of Egmont, Wassenaer, and
Brederode performed many important military and administrative functions
in the county. Junius remarks that ‘God gave them the command over the rud-
der of power, and he assigned to them the helm of the community with lawful
authority’48 It should come as no surprise, therefore, that Junius adopts a very
positive attitude towards the nobility in Batavia.*®* My suggestion would be
that his emphasis on frugality and his rejection of trade can also be understood
from this perspective. According to Junius, the nobility of his time had become
diluted by despicable persons, such as ‘handicraftsmen, rope-makers, and sons
of merchants’®? Just like the crafts, apparently, trade was not a noble pursuit

46 Livy, Ab urbe condita, praefatio, 11.

47  Vermaseren, “Het ontstaan” 409-416; Waterbolk E.H., “Zeventiende-eeuwers in de
Republiek over de grondslagen van het geschiedverhaal. Mondelinge of schriftelijke over-
levering”, in Verspreide opstellen (Amsterdam: 1981) 189—204, especially 196-198.

48  Junius, Batavia 230: ‘quod his rerum clavum regendum Deus dederit, et Reipublicae gu-
bernacula cum iusta potestate commiserit’. For the position of the nobility in sixteenth-
century Holland, see Nierop H.F.K. van, Van ridders tot regenten. De Hollandse adel in de
zestiende en de eerste helft van de zeventiende eeuw (Dieren: 1984).

49  Seein particular Junius, Batavia 317-347. On p. 321 Junius makes it quite explicit himself:
‘nobilitatisque studiose faveo’ See also Junius, Holland is een eiland 10 n. 14 (‘Junius’ ob-
sessie met de adel’), 210 n. 19, and 321 n. 53 (‘Junius als fanatiek bewonderaar van de adel’).

50  Junius, Batavia 317: ‘cerdones, schoenoplocos, restiones, mercatorum liberos’. See also
p- 324, where Junius contemptuously refers to a tendency to treat noble titles as emptitia
merx for homines opulenti. Obviously, this choice of words again betrays disdain for trade.
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from Junius’ perspective. It is important to note that this is exactly the point of

view taken by many contemporary noblemen, who thought that trade, crafts,

and industry were incompatible with their social status® — an aristocratic idea

that we also already encountered in the works of the ancient and early modern
writers like Cato the Elder and Melanchthon on which Junius may have drawn.
True nobility, in this view, comprised something else, and it had nothing to do
with wealth:

Neminem enim aliter opinaturum existimo, quam quod genuina nobi-
litas ea sit, quam vel virtus vitae socia exornet, vel mortis comes gloria
cohonestarit. Neque vero torques, non armillae, non abaci argentea su-
pellectile graves, non pretiosa synthesis, non segmentatae et intercursan-
tibus maeandris laciniosae vestium orae, non in astragalis lunulae, non
latifundiorum possessio, non ampla haereditas, non fumosae imagines,
quibus atria fulgeant, non obsoleti clypeorum umbones, non denique
opum apparatus et splendor nobilitatem secum adferunt [...].

For everyone will agree on this point: true nobility is always accompanied
and graced by a virtuous life, or glorified by a heroic death. It is not a
matter of necklaces, bracelets, cupboards full of silver, precious crockery,
clothes with glittering hems and intricate, meandering patterns, moon-
shaped ornaments on columns, the possession of estates, a large inheri-
tance, the faded glory of ancient portraits in the atrium, ancient coats of
arms; in brief, it is not a matter of a dazzling display of wealth. That does
not confer nobility on anyone.52

Instead, Junius presented the nobility in Holland as originally characterized by
frugality and simplicity:

51

52

[...] quae cuncta non plebeiis sordibus, sed olim comparata fuere
Nobilitati. Primum et antiquissimum aedificari coeptum ad annum 876
a primo Hollandiae Principe ligneum virginitati, mox a filio lapideum
factum, viris destinatum fuit et quidem nobili loco genitis, quos gene-
ris clades et opprobrium excludere non poterat, Egmondae vicini pagi

Van Nierop, Van ridders tot regenten 44, 51, 224. Junius, Batavia 320—323 discusses similar
ideas (especially ideas that were widespread among the nobility of foreign countries),
although he does offer some critique of these ideas.

Junius, Batavia 318.
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nomine clarum et Praesulis infulati titulo. Ex quo maiorum nostrorum
simplicitas discere licet; cuius, ut et pietatis ex professo amatores, in ae-
dificando luxum profusis sumptibus non quaesiverunt, nec insanas illas
substructiones e quadratis saxis®® expetiverunt. Testantur id tot princi-
pum ibi sepultorum singulae tessellae singulorum sepulchris inhumato-
rum impositae, indices atque testes memoriae |...].

[all these rich monasteries with large revenues] were founded, then,
not for common people but for the nobility. The first and oldest, built in
wood, was a nunnery for which the first count of Holland laid the foun-
dation in the year 876. His son rebuilt it in stone and destined it for men
from the nobility, who could not be rejected even if the status and reputa-
tion of their family had perished. This is the abbey that is famous under
the name of the neighbouring village of Egmond and because the abbot
holds the title of bishop. In the monastery, you can really see the simplic-
ity of our forefathers (maiorum nostrorum simplicitas). They overtly loved
piety and in their buildings they did not seek luxury by large expendi-
tures and they did not like those absurd constructions of stone blocks.
In Egmond, the simple tiles on the many individual resting places of the
counts of Holland testify to this [Fig. 13.3]. That is the only indication and
reminder of them.5*

It might be inferred that the simplicity of the nobility — which here refers
to frugality rather than honesty — reinforces the legitimacy of their rule: the
Hollanders are admirably parsimonious, and they will thrive under leaders
who share this virtue. At first sight, this idea might seem to be contradicted by
Junius’ observation in my first quotation from the Batavia above that not long

before his own time, the nobility had fallen prey to a ‘passion for sumptuous

dinners. However, Junius also thought that the new generation of noblemen
had rectified this mistake:

53

54

Sed ea vesania et profusio paulatim, Diis gratia, iam exolescit, postquam
magnitudo famae exitio esse coepit, et exemplo docti ditiores, ad

A quote from Cicero, Pro Milone 53. Perhaps Junius’ stance also reflects the old Roman
rejection of architectural exuberance. See, for instance, Pliny the Elder, Naturalis historia
xxxvl, 7 (Marcus Licinius Crassus is mocked by Marcus Innius Brutus for having pillars
of Hymettian marble in his house), or Livy, Ab urbe condita xXx1v, 4 (a speech by Cato
referring to the simple terra cotta decorations of ancient Roman temples).

Junius, Batavia 343-344-.
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FIGURE 13.3

The abbey of Egmond. Woodcut, taken
from: Cornelius Aurelius, Die cronyke van
Hollandt, Zeelandt ende Vrieslant (Leiden,
Jan Seversz.: 1517)

IMAGE © KONINKLIJKE BIBLIOTHEEK,
THE HAGUE

sapientiora animos convertere, et novi exorti homines ac Reipublicae
clavo adhibiti, parsimoniam invexere, aut ad pecuniosam senectam (ubi
egestas quovis flagitio deterior habetur) priorem animum adiungunt.
Caeterum fieri potest, ut cum temporum vicibus, etiam morum vertan-
tur: sicut res mundanae omnes velut orbe iactatae volvuntur.

But (the gods be thanked!) this mad extravagance has now gradually de-
creased, after the magnitude of the fame it conferred brought people to
the brink of destruction. The rich learned from the example and became
wiser. A new generation came to the helm of the state. They reintroduced
parsimony, and think about saving for retirement as they used to do, as
poverty is considered a disgrace at that age. Incidentally, it is possible
that in the cycle of time, the mores also change; indeed, all the things of
this world come by again and again, as if they were running on a wheel.5

The most obvious reason why Junius portrays the contemporary nobility as
thrifty persons fit to rule the parsimonious county of Holland, thus echoing
their own self-presentation, is that he had enjoyed the patronage of this group
in the recent past. Just like Tacitus credits Vespasian with the restoration of
parsimonia — a passage Junius seems to be alluding to again here®¢ — Junius

55  Junius, Batavia 224.
56  Cf. Tacitus, Annales 111, 55: ‘ut quem ad modum temporum vices ita morum vertantur’.
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tries to please the ruling elite of Holland by ascribing a similar moral revival
to them. Another reason could be that Junius hoped that the lustre of the no-
bility would also illuminate his own profession, humanist scholarship. This
works as follows. In the Batavia, he explains that there exist three kinds of
nobility. The first is based on descent, the second on memorable deeds. The
third has to do with learning:

Tertii ordinis sunt, quos ex doctrina nobiles et claros appellat Cicero, qui
praestanti eruditione et scientia imbutis animis in commune prosunt,
aut liberalis artis ope atque adiumento inclarescunt.

In the third array stand those whom Cicero refers to as ‘noble and famous
on the basis of their scholarly activity’ Because their minds are imbued
with great erudition and knowledge, they are of benefit to the commu-
nity or they become famous through one of the liberal arts.5?

With this thought in mind, one cannot help but notice that Junius’ scholarly
elite are supposed to adhere to an aristocratic lifestyle of frugality and aversion
to trade:

Venio ad ingenia, quae producit Hollandia non infelicia neque sterilia:
quorum nonnulla, nisi luxu protererentur obruerenturque, ac velut in
herba interirent, aut nisi e medio studiorum cursu retracta ad nego-
tiationem et lucrosas artes, a Mercuriali saliva alienas, spem luderent
atque abrumperent, poterant cum veteribus illis in dubiam certaminis
aleam ire.

I come to the ingenious people. Holland certainly brings forth good and
productive ones. Some of them could rival the famous ancient authors, if
they were not controlled and overwhelmed by luxury and nipped in the
bud, as it were, and if they were not lured from the study by commercial
professions, which make them salivate with greed and which make them
risk and ruin their future.58

57  Junius, Batavia 320. Junius refers to Cicero, Pro Rabirio Postumo 1X, 23.

58  Junius, Batavia 234. The expression Mercurialis saliva is drawn from Persius v, 112 (which
seems to be the only text with a clearly Stoic character on which Junius is drawing in the
passages I have discussed).
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7 Conclusion

With this remark, I have come full circle. Junius appropriates conservative
Roman ideas about the importance of frugality as a ‘national’ virtue and about
rich spoils from the East as the cause of the Republic’s decline, and transfers
them to his own context, where the economic imperialism of Holland takes the
place of Roman military expansionism as a driver of decadence. Ultimately, the
embarrassment of riches described by Schama — and perhaps also the spirit of
capitalism identified by Weber — comes from a clearly non-Calvinist perspec-
tive and seems to have found its inspiration in the Roman world view of men
like Cato just as much as in the ideas of Erasmus. An approach to intellectual
history that would stop with this observation, however, would be incomplete.
After all, the most relevant question here is why Junius made his selection from
these different intellectual sources the way he did. In this article, I have argued
that the main unifying principle behind Junius’ eclecticism is the aristocrat-
ic ideal of agrarian simplicity and disdain for commerce that was common
among the contemporary nobility in Holland. Junius’ work thus reproduces
the values of his aristocratic patrons and legitimizes their dominant position
on the eve of the Dutch Revolt, while it also attempts to let some of their digni-
ty reflect on the world of scholars like himself by attributing to them an equally
sober attitude, averse to mercantile gain.
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CHAPTER 14

Epigraphy and Blurring Senses of the Past in
Early Modern Travelling Men of Letters: The Case
of Arnoldus Buchelius

Harald Hendrix

Whereas early modern intellectuals all over Europe were deeply informed by
the orientation on classical culture their breeding had presented as preferred
cultural and civic model, their understanding and appreciation of heritage
was far more flexible. Though maintaining and indeed cultivating attitudes
and methodologies acquired in a scholarly formation focused on the antiq-
uity, from the early sixteenth century onwards men of letters started to develop
an interest in various kinds of heritage, old and recent, nearby and far away,
sometimes aware of the distinctiveness of the various categories taken into
consideration, but often not. This chapter intends to assess how particularly in
the community of antiquarians programmatically oriented towards the heri-
tage of the antiquity, medieval and even more recent heritage gradually came
to attract an attention that in some instances even surpassed the focus on the
classics. While doing so, it will illustrate that in this period a clear-cut distinc-
tion between an orientation towards ancient and more recent heritage was not
as sharp as conventionally assumed, which clearly holds some consequences
as to the main issue addressed in this book. If the boundaries between the
various categories of “past” that may be seen as appropriate were in fact rather
blurred, one may ask if it is still possible to conjecture that some elements in
the past were considered to be appropriate and others not, or — conversely —
should we conclude that early modern culture appreciated all heritage as being
appropriate, without distinction?

To tackle this question, in this essay I focus not only on which past was
being targeted by the antiquarians here presented, but also on the motivations
that guided them to do so and the tools they used in their endeavours. One
of the central hypotheses that inform this survey is indeed the idea that early
modern intellectuals might have been flexible as to content, but were not with
regard to method. On the contrary: the stability and continuity of their schol-
arly attitudes and instruments permitted and even invited the exploration of
all kinds of evidence beyond the ancient ones learned about during education,
and therefore made an interest in various and alternative pasts feasible and

© HARALD HENDRIX, 2019 | DOI:10.1163/9789004378216_016
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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acceptable. Additionally, I hope to show that the manner of looking at and ap-
preciating heritage introduced by these antiquarians did not remain a purely
scholarly matter, but found its way far beyond the erudite circles of the schol-
ars themselves and developed into a general template for all those interested
in dealing with a past to be considered appropriate.

In order to illustrate this line of thought I focus on a specific genre of texts
that function as repositories, even proto-archives, of some of the material trac-
es that document such heritage: the collections of epigraphical materials we
may find all over Europe in the sixteenth and seventeenth centuries, in books
and in manuscripts. This unusually rich yet still largely unexplored genre de-
velops at the intersection of quite different domains in early modern culture:
it is both oriented towards ancient and contemporary culture, it is rooted on
the one hand in a profoundly humanistic, scholarly and antiquarian culture,
but on the other hand also in the processes of local identity construction that
produce large quantities of chorographical city descriptions.! And it is closely
linked to the rise of early modern travel culture, not only in its educational
orientation but also in its commercial developments. Precisely because of its
highly dynamic nature, it is in this rapidly developing travel culture that we
may find the most captivating samples of the blurring visions on heritage pro-
duced within rather strict methodological frameworks that interest us here.

1 Arnoldus Buchelius

A fine specimen to illustrate this meeting of scholarly habits, travel disposi-
tions and flexible interests in various categories of heritage — all appreciat-
ed, but for different reasons — is the case of the Utrecht humanist Arnoldus
Buchelius (1565-1641).2 Born in 1565 as an illegitimate son to a wealthy

1 Guthke K.S., Epitaph Culture in the West. Variations on a Theme in Cultural History (Lewiston:
2003), part. 3755, as well as the pioneering investigations in Sparrow J., Visible Words. A Study
of Inscriptions in and as Books and Works of Art (Cambridge: 1969) 25-32, and Weiss R., “The
Rise of Classical Epigraphy” in his The Renaissance Discovery of Classical Antiquity (Oxford:
1969) 145-166. See also Petrucci A., Writing the Dead. Death and Writing Strategies in the
Western Tradition (Stanford: 1998) 84-85, and Federici F., “Linteresse per le lastre tombali
medievali a Roma tra ricerche epigrafiche e documentazione figurativa (secoli XVI-XIX)’,
Opera — Nomina — Historiae. Giornale di cultura artistica 4 (2011) 161—210.

2 On Buchelius cf. Pollmann J., Religious Choice in the Dutch Republic. The Reformation of
Arnoldus Buchelius (1565-1641) (Manchester: 1999), and Langereis S., Geschiedenis als am-
bacht. Oudheidkunde in de Gouden Eeuw: Arnoldus Buchelius en Petrus Scriverius (Hilversum:
2001); see also Langeraad L.A. van, “Het leven van Arend van Buchell’, in Diarium van Arend
van Buchel, ed. G. Brom and L.A. van Langeraad (Amsterdam: 1907); Buchell Arnold van,
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patrician, Buchelius’ personal interest in his family’s history produced a true
passion for genealogical research on patrician families in general.3 As a young-
ster he received some training and experience in land surveying, since that
was the profession of his stepfather, and when in his early twenties he went as
a student to Paris, he came into contact with a number of humanist scholars,
notably Lodovico Carrio and Philips van Winge,* who at that very moment
were engaged in a major project of chorography: the updating and elabora-
tion of Giles Corrozet’s seminal city guide of Paris, the Antiquitez, Chroniques et
Singularitez de Paris. In its 1586 edition, this elaborate city guide incorporated
all kinds of information on recent monuments, like the royal tombs in Saint
Denis. This additional information was in part gathered by Buchelius, who
acted as an assistant on this project, as is apparent from the drawings of some
of these tombs included in the account of his Parisian years recorded after
returning to his hometown in 1588, the well-known Diarium or Commentarius
rerum quotidianarum.?

Yet what in Paris had started as a mere passion for collecting “nugae /
trifles” — as Buchelius in a 1586 letter to a friend ironically defined his start as
an antiquarian eager to record in writing and drawing epitaphs and remains of
antique buildings —¢ quickly grew into a much more serious endeavour. This is
apparent from the parts in his Diarium intended to serve as a chorography of
his hometown Utrecht and written as of 1588, since these pages reflect the radi-
cal changes to the cityscape produced by the introduction of a Calvinist city
government headed by the Earl of Leicester, and lament in particular the lack
of respect for those monuments that document the medieval glory of Utrecht,
based on its churches and other ecclesiastical buildings.

Notae quotidianae, ed. JW.C. van Campen (Utrecht: 1940); idem, Res Pictoriae. Aantekeningen
over kunstenaars en kunstwerken, 1583-1639, ed. G.J. Hoogewerff and J.Q. van Regteren Altena
(The Hague: 1928).

3 OnBuchelius'sreligious orientation and his shift from catholicism to calvinism, see Pollmann,
Religious Choice.

4 See Hoogewerff GJ., “Philips van Winghe’, Mededelingen van het Nederlandsch Historisch
Instituut te Rome 7 (1927) 59-82; Schuddeboom C., Philips van Winghe (1560-1592) en het ont-
staan van de christelijke archeologie, Ph.D. dissertation (Leiden University: 1996).

5 Buchelius Arnoldus, Commentarius rerum quotidianarum, Utrecht University Library, ms.
798; published in Diarium van Arend van Buchell, and online available at http://www.utrecht
sekronieken.nl/kronieken/diarium/ (retrieved 22nd October 2017); the images of the Saint
Denis tombs at fols. 18gv—1gor.

6 Letter dd 12 October 1586 to Adam Verdenius, in Buchelius Arnoldus, Epistolae ad diversos,
Utrecht University Library, ms 984, fols. 2v—3r; cf. Pollmann, Religious Choice 47.
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Monumenta nil curant veterum aut maiorem memorias, caelo iam sua
nomina scripta dicentes, adeo quidam eorum vel ipsis Gottis barbariores.

They neglect the monuments of the ancients, and do not attend to the
memorial masses of our ancestors, saying that their names have already
been written in heaven, so that some of them seem more barbaric than
the Goths themselves.”

To counter this iconoclast attack on the city’s medieval material heritage,
Buchelius includes in his chorography detailed designs of some of the monu-
ments only very recently destroyed, like the church of Saint Salvator demol-
ished in 1587-1588. This drive to document in writings and drawings recent
heritage in order to preserve it from possible destruction motivated Buchelius
at a later stage in his life to embark on a project scaled even larger. When after
1611 he decided to discontinue his career in public office and dedicate his life
entirely to antiquarian research, Buchelius started a comprehensive documen-
tation campaign of the epigraphical and related genealogical materials to be
found in the Low Countries, a monumental project which would occupy him
for three decades, from 1611 till his death in 1641.

This would produce a series of beautifully illustrated manuscripts contain-
ing comprehensive collections of epitaphs and related materials, particularly
family coats of arms, starting with the material to be found in his hometown
Utrecht collected in the Monumenta passim in templis ac monasteriis Trajectinae
urbis atque agri inventa.® As he again specifies in his Introduction, Buchelius
felt the need to start this project to document and preserve in written form
these monuments, because he had witnessed how war had destroyed so many
others:®

hoc in libro tantum ea collecturus sum, quae adhuc in templis ac locis
publicis, partim cum temporis iniuria luctantia, partim hoc nostro

7 Buchelius, Commentarius, fol. 44v; English translation taken from Pollmann, Religious
Choice 86.

8 Buchelius Arnoldus, Monumenta passim in templis ac monasteriis Trajectinae urbis atque agri
inventa, Het Utrechts Archief, ms. xxvi1 L 1; available online, together with a detailed de-
scription by Joke Mammen, at http://www.utrechtsekronieken.nl (retrieved 22nd October
2017).

9 Similar motivations inform John Stow’s 1598 A Survay of London; cf. Newstok S.L., Quoting
Death in Early Modern England. The Poetics of Epitaphs Beyond the Tomb (Houndmills: 2009)
100-104. Also some of the earlier humanists interested in collecting epigraphical evidence,
notably Fra Giocondo, profess such motivations, on which cf. Weiss, “The Rise of Classical
Epigraphy” 150-151.
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demum aevo posita supersunt monumenta |[...]; neque ea verbis modo
sed et forma sua, lineamentis ac coloribus quantum licebit, exprimere
conabor. Aegris enim oculis tot nuper sepulcrorum aliorumque tam
publicorum quam privatorum operum monumenta bellorum civilium
iniquitate deperdita et irrecuperabili calamitate extincta per totum
Belgium inspexi [...].

In this book I intend to collect only those monuments that are still pres-
ent in churches and public buildings, partly suffering from the threaten-
ing effect of time, partly erected only in our own days [...]. I will represent
these monuments not only in words but also with coloured drawings, as
much as I can. Because I have witnessed recently and with regret how in
the entire Low Countries the remains of many sepulchral monuments
and other public and private heritage have been lost because of the de-
structions caused by civil war and thus have disappeared without any
chance of repair.1°

So what he did was visit a large number of churches and monasteries and re-
cord in detail, in text and colour drawings, what he saw. Clearly this project to
produce a repository of historical memories was motivated by feelings of local
identity, since his initial collection, which we can date to around 1610, con-
tained only Utrecht-related materials described in 172 folio pages. But later on
he expanded this to other regions, producing a second repository mounting up
to 464 pages, the Inscriptiones monumentaque in templis et monasteriis Belgicis
inventa,!! that presents material from all over the Low Countries [Fig. 14.1],
both in the North and in the South, and a third one, the Monumenta quaedam
sepulcralia et publica that present 34 folio pages dedicated to monuments in
the Northern provinces of Friesland and Groningen, but with some elements
from abroad, like the epitaphs Buchelius collected on his foreign trips to Liege
and Orléans.!?

10 Buchelius, Monumenta 4r. (translation mine), cf. Langereis, Geschiedenis als ambacht
87, n. 84.

11 Buchelius Arnoldus, Inscriptiones monumentaque in templis et monasteriis Belgicis
inventa, Universiteitsbibliotheek Utrecht, ms. 1648.

12 Buchel Aernout van, Monumenta quaedam sepulchralia, et publica in templis, aliisque locis
inventa et descripta, quae in libris observationum ac hactenus descriptorum monumento-
rum meis non habentur, Tresoar, Leeuwarden, ms. EVC 1323 A.
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2 Iter italicum

Buchelius’s passion for epigraphy thus had a complex background: it was moti-
vated by feelings of local pride and by the increasing awareness that the heritage
he documented was under threat. It was informed by a rudimentary training
in survey techniques, and by the experience gathered in the project to update
the Parisian chorography of Corrozet with documentation on recently erected
monuments. In addition to this, however, and perhaps primarily, it was a habit
experimented with on a large scale during his educational travels to Italy, in
1587-1588, and in the subsequent process of elaborating his notes into a travel-
ogue.!3 Following in the footsteps of earlier antiquarians from the North — like
his fellow countryman Stephanus Pighius (1520-1604) — eager to personally
observe and record the ancient heritage they had learned about during their
education, on his Italian journey Buchelius took on-the-spot notes of the most
remarkable monuments he came across, dwelling with particular attention on
the epigraphical evidence they presented.! After his return home he started to
elaborate these with the help of additional reference works into a travelogue,
the Iter italicum, to be included in his Diarium,'® just as Pighius had reworked
his notes into a seminal travelogue included in his Hercules Prodicius, a book

13 Buchelius travelled to and in Italy from November 1587 through April 1588. On this Italian
tour and its travelogue Jan de Jong is conducting an ongoing research project, which has
resulted in a series of articles, partly co-authored with Sjef Kemper: Jong J. de, Kemper S.,
“Historiam hanc diu quaesitam invenire non potui’. Aernout van Buchel op het Capitool’,
in Egmond M. Van — Jaski B. — Mulders H. (eds.), Bijzonder onderzoek. Een ontdekkingsreis
door de bijzondere collecties van de Universiteitsbibliotheek Utrecht (Utrecht: 2009) 48-55;
Jong J. de, “Tacet in colle.... Siena in een beschrijving van Aernout van Buchel (1588)",
Frons. Blad voor Leidse classici (2010) 41-52; Jong ]. de, Kemper S., “Where the Gate drips
near the Vipsania Columns’ Aernout van Buchel Gathering Information on the Culture
and History of Rome”, Fragmenta. Journal of the Royal Netherlands Institute in Rome 5
(2011) 63-100; Jong J. de, Kemper J., “La visione di Roma dell'olandese Arnoldus Buchelius
(dicembre 1588)", Studi umanistici piceni 31 (2011) 187-198; Jong J. de, Kemper S., “Aernout
van Buchel in Napels’, Incontri. Rivista europea di studi italiani, 27 (2011) 3—20; Jong J. de,
“Responding to Tomb Monuments. Meditations and Irritations of Aernout van Buchel in
Rome (1587-1588)”, in Brusati C., Enenkel K., Melion W. (eds.), The Authority of the Word.
Reflecting on Image and Text in Northern Europe, 1400-1700 (Leiden-Boston: 2012) 533-558;
Jong J. de, “Aernout van Buchel’s Description of Italy, 1587-1588", Print Quarterly 33 (2016)
123-134.

14  The two notebooks are in the Utrecht University Library: mss. 760 (notes on the Italian
trip and Rome) and 1640 (notes on Naples).

15 Buchelius, Commentarius, 1-91, published in Buchelius A., Iter italicum, ed. Rodolfo
Lanciani (Roma: 1901). Cf. also Buchelius Arnoldus, Rerum memorabilium diversarum
observationum itineris mei Germanici et Italici commentariolus, ms. Het Utrechts Archief
(Hs. 761), published in Diarium van Arend van Buchel, and online available at http://www
.utrechtsekronieken.nl/kronieken/diarium/ (retrieved 22nd October 2017).
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that immediately after its 1587 publication for Buchelius served as an authora-
tive guide on his Italian tour and during the process of elaborating his notes.!6

Since Buchelius’ work on the Iter italicum coincided with his decision to
start also in his native Utrecht campaigns to document such evidence on local
monuments, his travelogue enables us to better understand his working habits
as well as his intellectual attitudes and dispositions at a crucial turning point in
his scholarly career. Essential in this approach is the combination and indeed
connection of hands-on observations gathered while travelling with erudite
knowledge collected from reference works and authorative sources. This work-
ing habit, which he might as well have adopted from his guide Pighius who
equally had applied such methods in his recent travelogue, brings him to trans-
fer antiquarian methods traditionally oriented exclusively towards evidence of
ancient remains to a much vaster range of monumental artefacts encountered
while travelling.

Asaresult Buchelius focuses in hisreport on a variety of heritage that is much
broader than a conventional antiquarian approach would appreciate, ranging
from the ancient and early Christian to late medieval and even contemporary
culture. In Ravenna he reports on ancient, Byzantine and modern artefacts —
like Dante’s tomb erected in 1483 —, and in Florence he admires Michelangelo’s
tomb in Santa Croce completed only a decade before his visit.!” In the sec-
tion on Rome, he includes drawings not only of the Basilica of Maxentius and
the Molis Hadriani [Fig. 14.2], but also of the contemporary building campaign
transforming Capitol Hill into an ensemble designed by Michelangelo.’® And
this large range of heritage items is presented without much distinction,

16 Pighius Stephanus, Hercules Prodicius seu Principis iuventutis vita et peregrinatio (Antwerp,
Christopher Plantin: 1587). The antiquarian Pighius had extensively travelled Italy during
the years of his service to cardinal Cervini (1548-1556) and in 15731575 as tutor of the he-
reditary duke of Cleves. Most part of his manuscript notes are now in the Codex Pighianus
(Berlin, Staatsbibliothek, ms. lat. fol. 61). On his 1573-1575 tour he composed an elabo-
rate travelogue integrating notes taken during his previous visits, the Hercules Prodicius,
published only in 1587 with Plantin in Antwerp. The recent publication of this seminal
antiquarian guide to Italy produced by a humanist from the Utrecht circle might have
stimulated Buchelius to embark on an Italian journey himself. On Pighius cf. Jongkees J.H.,
“Stephanus Winandus Pighius Campensis”, Mededelingen van het Nederlandsch Historisch
Instituut te Rome 8 (1954) 120185, and particularly on his Italian tour: Laureys M., “Theory
and practice of the journey to Italy in the 16th century: Stephanus Pighius’ Hercules
Prodicius’, in Sacré D., Tournoy G. (eds.), Myricae. Essays on Neo-Latin literature in memory
of Jozef IJsewijn (Leuven: 2000) 269—301.

17  Buchelius, Iter italicum 27-31 (Ravenna), 137 (tomb Michelangelo).

18  On this particular section in Buchelius’ travelogue, with special reference to the drawings
and their provenance, cf. Jong — Kemper, “Historiam hanc diu quaesitam invenire non

s

potui™.



EPIGRAPHY AND BLURRING SENSES OF THE PAST 391

suggesting therefore that even an erudite man like Buchelius had only a lim-
ited awareness of such distinctions and lacked the motivation to draft hierar-
chies in what was to be considered valuable or appropriate past.

What however connects many of these diverse kinds of heritage in the
mindset we may deduct from Buchelius’ travelogue is the written evidence
many of them present in the format of epitaphs or other epigraphical speci-
mens. His interest in the recent tombs of the likes of Dante and Michelangelo
is triggered by a curiosity focused on the epitaphs the monuments present
and by the desire to record such evidence. This indicates that Buchelius’s
observation of the reality he witnesses while travelling is dominated and in-
deed limited by a preference for written testimonies illustrating the heritage
observed, a phenomenon characteristic of most antiquarians. What however
distinguishes Buchelius’ version of what one might coin as “epigraphical gaze”
is that it developed from an orientation on ancient heritage, yet mediates and
indeed invites a wider curiosity for all such material traces that present writ-
ten evidence, regardless of their chronological or cultural provenance. This is
a disposition that informs also Buchelius’ slightly later endeavour to record
and preserve the modern epigraphical and genealogical materials he finds in
Utrecht and in the Low Countries at large: while the instrument derives from a
typically antiquarian approach developed in an explorative dialogue with the
antiquity, the content is modern and local heritage.

3 Inspiring Models

Yet Buchelius was not a man to develop himself such an innovative combina-
tion of ancient and modern. For this, he could rely on his usual guides, primari-
ly Pighius, but even more so on the reference works he used during and after his
Italian tour, books that had partly informed Pighius’ Hercules Prodicius as well,
like for example the well-known chorography of Ravenna, Desiderio Spreti’s
De amplitudine, de vastatione et de instauratione urbis Ravenna, which was repub-
lished only a few years before Buchelius’ Italian tour, in 1574 and again in 1588,
and is duly cited as being consulted during the writing of his travelogue.!® As
of its first edition published in 1489, Spreti’s chorography had included an ap-
pendix on the epigraphical materials to be found in Ravenna’s monumental re-
ligious buildings, both ancient and modern.2° Likewise Buchelius made use of

19 Buchelius, Iter italicum 28.
20 Spreti Desiderio, De amplitudine, de vastatione et de instauratione urbis Ravenna (Venice,
Guerra: 1588) 53-64, “Epigrammata”.
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Bernardino Scardeone’s monumental chorography of Padua published in 1560,
a work that includes a supplement De sepulchris insignibus [Fig. 14.3] which
even gives reproductions of the exact material forms of the mostly modern
epigraphs it describes, exactly as Buchelius sometimes does in his travelogue.?!

These examples illustrate that the project of collecting, documenting and
preserving epigraphical materials is closely linked to the art of describing
cities or similar geographical entities, and therefore informed by ambitions
we might now describe in terms of identity constructions. Both Spreti’s and
Scardeone’s projects in fact were rooted in a desire to boost their hometown'’s
civic identity by stressing its ancient roots. The same goes for the first epi-
graphical collections that were published independently, and thus not as part
of a chorography. This tradition starts outside of Italy, with the 1505 Romanae
vetustatis fragmenta in Augusta Vindelicorum et eius diocesi, collected and pub-
lished by Konrad Peutinger, thus stressing Augsburg’s direct connection to
Roman Antiquity, as the graphically exact reproductions of the epigraphs un-
derline.?2 But it also goes for the famous collection published at the instance of
Raimund Fugger, the Inscriptiones sacrosanctae vetustatis, collected by Petrus
Apianus and Bartholomeus Amantius in 1534,2% a repository of ancient epi-
graphs coming from all over Europe but (mostly) present in the local Augsburg
antiquity collections. Being the description of collections, the publication here
develops into something of a catalogue, with two-dimensional reproductions
of the artefacts.

What emerges in these early collections of epigraphic materials is the clear-
cut antiquarian orientation on the Roman past as the sole pathway to glory.
Yet paradoxically in the Italian context of the early chorographies of men like
Spreti and Cardeone this concept of heritage able to support a city’s claim
to glory incorporates also the epigraphical evidence of other pasts clearly
accepted as being appropriate: from the early Christian to the modern age.

21 Scardeone Bernardino, Historiae de urbis Patavii antiquitate, claris civibus Patavinis libri
tres, in quindecim classes distincti, eiusdem Appendix De sepulchris insignibus exterorum
Patavii iacentium (Basel, Nicolaus Episcopius: 1560) 381-437, “De sepulcris insignibus
Patavii iacentium”. The reference to Scardeone is in Buchelius, Iter italicum 17.

22 Peutinger Konrad, Romanae vetustatis fragmenta in Augusta Vindelicorum et eius dioecesi
(Augsburg, Erhard Ratdolt: 1505); modern edition in Ein Augsburger Humanist und seine
romischen Inschriften | ...], ed. M. Ferber and G.M. Miiller (Lindenberg: 2014) 45-149. See
also Ott M., “Konrad Peutinger und die Inschriften des rémischen Augsburg: Die ‘Romanae
vetustatis fragmentae’ von 1505 im Kontext”, in Mueller G.M. (ed.), Humanismus und
Renaissance in Augsburg (Berlin: 2010) 275—289.

23  Apianus Petrus and Amantius Bartholomeus, Inscriptiones sacrosanctae vetustatis: non
illae quidem Romanae, sed totius orbis summo studio |...] conquistae (Ingolstadt, Petrus
Apianus: 1534).
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This moreover enables these collections to develop into comprehensive repos-
itories of noteworthy things to be seen by visitors interested in contemplating
such materials but without a thorough antiquarian preparation. As a conse-
quence the “epigraphical gaze” here employed also informs the earliest cho-
rographies in vernacular targeting wider audiences of travellers, well beyond
the erudite circles of the antiquarians, as we may deduct from a contemporary
Italian case, the trend-setting guide of Naples published in 1548, Benedetto di
Falco’s Descrittione dei luoghi antichi di Napoli e del suo amenissimo distretto,?*
which contrary to its title reports not only on ancient but also on many recent
and even contemporary monuments, and on collections of both ancient and
modern art. Characteristically, Di Falco reports at many points in his text the
epigraphs present in the locations he describes, translating them systematical-
ly into the vernacular, or, when needed, from the Greek original first into Latin
and then into Italian, and thus highlighting his ambition to reach an audience
not only of erudites.?

Being a well prepared traveller to Italy himself, at the time of his journey in
1587-1588 and even more so when ordering and editing his notes some decades
later, Buchelius had access to most of this documentation that by then had de-
veloped into a kind of a template easily to be imitated. This is what the Utrecht
scholar indeed did, not only in the drafting of his travelogue, but also in his par-
allel project — undertaken between 1610 and 1620 — to compile a comprehen-
sive record of the monuments in his native Utrecht and in the Low Countries
at large. In this ambitious and innovative endeavour he was informed by the
same passion for epigraphy that by the early seventeenth century had devel-
oped into something like a universal and indeed encyclopaedic vehicle for the
documentation of heritage, regardless of its orientation. From what once had
been a very specific instrument in the antiquarians’ project to present Roman
Antiquity as the only acceptable benchmark in the definition of new cultural
standards, it gradually had incorporated ever more non-ancient materials in
its mission to establish modern identities: of cities, regions, families, or pro-
fessional categories. In the process, it had lost some of its erudite overtunes,
transforming into an art accessible and enjoyable also to non-scholarly people
with an interest in heritage, particularly travellers eager to document whatever
evidence of the past they came across. As a result, the concept of which past

24  di Falco Benedetto, Descrittione dei luoghi antiqui di Napoli (Naples, Giovan Francesco
Suganappo: [1548]); modern edition by T.R. Toscano and M. Grippo (Naples: 1992). Cf.
Toscano T.R., “Due schede per Benedetto di Falco”, Critica letteraria 19 (1991) 725-759.

25  Particularly in his description of the church of San Paolo that had incorporated large
parts of the ancient Castor and Pollux temple.
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was relevant to the present had widened up considerably. Alongside antiquity,
also medieval and modern elements were taken into consideration, and con-
ventional hierarchies of heritage tended to become obsolete.

Yet this blurring sense of what might be “appropriate past” was framed in and
indeed depended on a methodological framework that remained unaltered:
the undisputed conviction that the written evidence to be gathered from epig-
raphy was the preferential tool for all those eager to unravel, document and
preserve the past. In this process, the authority originally conveyed to the ma-
terials coming from Roman Antiquity was transferred first to the medium of
the inscription, and then to the habit of collecting such epigraphical material.
This explains the wide appeal of the phenomenon, well beyond the erudite
and scholarly circles in which it had originated. Also for those less knowledge-
able, like the travellers who from the late sixteenth century onwards started
touring Europe in ever growing numbers, taking notes on inscriptions became
a habit that gave them an easy access to the heritage they came across, with-
out coercing them to identify which heritage this was and if it had relevance
to them.26 So whereas the early modern “epigraphical gaze” described in this
essay was instrumental in opening up ideas on which past was appropriate and
in promoting this liberal vision amongst a large variety of audiences, its appeal
and authority rooted in a working method that remained profoundly informed
by the antiquarians’ cult of Roman heritage.
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CHAPTER 15

‘Sine amore, sine odio partium’: Nicolaus
Burgundius’ Historia Belgica (1629) and his
Tacitean Quest for an Appropriate Past

Marc Laureys

1 Introduction

From the 16th century onwards, Tacitus drew ever more attention for the help
he could provide in coming to terms with the various turbulences and up-
heavals of the early modern age. Humanist scholars, such as Marcus Antonius
Muretus and Justus Lipsius, observed a striking resemblance between the poli-
tics of the early principate, narrated by Tacitus, and their own times. For 16th-
and 17th-century readers of Tacitus the turmoils, machinations and rebellions
he evoked looked very familiar. This avowed similarity carried further implica-
tions. The historical constellations described by Tacitus could serve as a ref-
erence framework to interpret and legitimate contemporary political events,
circumstances and developments. In order to understand the present, the his-
tory depicted by Tacitus could be adduced as an appropriate past.

In this context Tacitus exerted a double influence. In the field of political
theory and philosophy he was a source of inspiration for a variety of political
currents and theories, supporting either republican or princely rule. In terms
of language and style, moreover, Tacitus offered a standard that was felt to be
perfectly suitable to the political discourse of early modern times, not least in
the political communication between a ruler and the advisors and attendants
in his court. Tacitus was advanced — most prominently by Justus Lipsius — as
a model author who perfectly illustrated the techniques of simulatio and dis-
simulatio (Tacitus, Annales, 4, 71, 3) as well as the characteristics of the ‘impera-
toria brevitas’ (Tacitus, Historiae, 1, 18, 2).

The Low Countries, torn apart in the 16th century by political and religious
conflicts, provided ample opportunities for observation and analysis through a
Tacitean framework. Tacitus’ description (in Books 4 and 5 of his Historiae) of
the Batavian uprising, led by Julius Civilis, against Rome almost invited com-
parison with the Dutch Revolt. The rebellion of the northern provinces of the
Low Countries against Spanish rule, was from the very beginning observed and
recorded by humanist literati, diplomats, and merchants from various parts of

© MARC LAUREYS, 2019 ‘ DOI:10.1163/9789004378216_017
This is an open access chapter distributed under the terms of the prevailing cc-BY-NC-ND License
at the time of publication.
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Europe, far beyond the borders of the theatre of operations itself.! The inter-
national relevance of this episode in early modern history was immediately
perceived: At stake were the aspirations of the Habsburg sovereigns to univer-
sal monarchy, thwarted by a small nation which struggled for freedom and op-
posed Habsburg supremacy.?2 The Dutch Revolt inspired political lessons and
comparisons until at least the 19th century.3

Tacitus’ historiography lent itself to varied interpretations. Supporters of
Dutch independence and defenders of imperial rule both managed to connect
with Tacitus’s works; Tacitus’s ceuvre could thus be exploited as a setting that
suggested either granting or denying legitimacy to the Revolt. In this paper
I will examine the Historia Belgica, an account of the earliest phase of the
Revolt, composed by Nicolaus Burgundius, the last Catholic historiographer,
who prior to the peace treaty of Miinster (1648) dealt with the rebellion of the
northern provinces of the Low Countries against the Spanish Crown. I intend
to assess Burgundius’s stylistic and thematic appropriation of Tacitus and
would like to show that the ‘Tacitist’ qualities of his historical writing are to be

1 Anton van der Lem’s superb website De bello Belgico (http://www.dutchrevolt.leiden.edu, re-
trieved 8th August 2017) offers excellent guidance on all the facts, sources, and contexts of
the Revolt; it is an essential complement to his succinct survey De Opstand in de Nederlanden,
1568-1648. De Tachtigjarige Oorlog in woord en beeld (Nijmegen: 2014). Not only authors from
the Low Countries wrote about the Dutch Revolt; its history attracted much attention,
naturally, in Spain, but in various other countries as well. Notable accounts of the Revolt
composed by “foreign” diplomats and historians include, e.g., Bernardino de Mendoza’s
Commentaires memorables des guerres de Flandres et Pays Bas depuis lan 1567 jusques a lan
1577 (1591), Famiano Strada’s De bello Belgico decades duae (1651; separate editions of the first
and the second decade in 1632 and 1647 resp.), Guido Bentivoglio’s Della guerra di Fiandra
(1632). The Revolt is also a prominent topic in Jacques-Auguste de Thou’s Historiae sui tem-
poris (1604, with later additions down to the posthumous edition of 1620). In addition, many
works were translated into other languages for different audiences. Nonetheless, the interna-
tional perception of the Dutch Revolt remains relatively little studied to date. For the percep-
tion of the Revolt in Spain see Rodriguez Pérez Y., De Tachtigjarige oorlog in Spaanse ogen. De
Nederlanden in Spaanse historische en literaire teksten (circa 1548-1673) (Nijmegen: 2003); the
perspective of British contemporaries is examined by Dunthorne H., Britain and the Dutch
Revolt, 1560-1700 (Cambridge: 2013).

2 Romein ], “Spieghel Historiael van de Tachtigjarige Oorlog”, in Presser J. e.a., De Tachtigjarige
Oorlog, vierde druk (Amsterdam — Brussel: 1963) 11-54, at 18 [first published in 1941, without
the name of the main author and editor].

3 Pollmann J., “Internationalisering en de Nederlandse Opstand’, Bijdragen en Mededelingen
betreffende de Geschiedenis der Nederlanden 124 (2009) 515-535, at 515-516. Particularly in
recent times, though, several specialists of social, economic, religious and intellectual history
have significantly corrected the traditional and one-dimensional image of the Revolt as the
political struggle for freedom of what would become the Dutch republic.
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found at the junction of the literary and political dimension of his work, in the
way he devises a political rhetoric in a Tacitean mode.

2 The Concept of Burgundius’ Historia Belgica

In the European panorama of historiography surrounding the Revolt, Nicolaus
Burgundius (Nicolas de Bourgogne, 1586-1649) takes a sort of middle po-
sition: On the one hand, he claimed to write for an international audience,
dedicated his work to a foreign ruler, and published it abroad, on the other he
clearly positioned himself on the Catholic side, as one would expect from an
author, born and educated in the Southern Low Countries.* Born in Enghien
(southwest of Brussels, in the county of Hainaut), he was a student of Erycius
Puteanus, Justus Lipsius’ successor, at the University of Louvain and took part

)«

in Puteanus’ “academy”, the Palaestra bonae mentis,®> during the years around

1610. Thereafter he worked as a lawyer in Ghent, and in 1627 he was appointed
Professor of Law in Ingolstadt; in 1633 he also became counsellor and historian
in the service of Maximilian 1, Duke of Bavaria and Prince-Elector of the Holy
Roman Empire. In 1639 he returned to the Low Countries and took up a posi-
tion as a councillor in the Council of Brabant (Raad van Brabant), the highest
court in the county of Brabant.

In 1629, two years after his move to Ingolstadt, Burgundius published there
his Historia Belgica ab anno MDLVIII,” devoted to the years 1558-1567, the

4 For a short bio-bibliographical profile see Paquot J.-N., Mémoires pour server a Uhistoire litté-
raire des dix-sept provinces des Pays-Bas, de la principauté de Liége, et de quelques contrées voi-
sines, vol. 1 (Louvain: 1765) 97—98, Britz J., “Bourgogne (Nicolas de)’, in Biographie Nationale
de Belgique 2 (Brussels: 1868) 852—857, and van der Lem A., “Burgundius, Nicolaus” (2012)
at http://www.dutchrevolt.leiden.edu/dutch/geschiedschrijvers/Pages/burgundius.aspx (re-
trieved 8th August 2017).

5 For this peculiar institution see Simar Th., Etude sur Erycius Puteanus (1574-1646) considéré
spécialement dans Uhistoire de la philologie belge et dans son enseignement a luniversité de
Louvain (Louvain: 1909) 143-152. Nicolaus Burgundius was one of the star pupils of Puteanus’
Palaestra bonae mentis, but became embroiled in a conflict with his former teacher in the
1620s; see Simar, Puteanus 155-156, and Steyaert F., “Puteanus criticized by a former student:
Nicolaus Burgundius”, Lias 3 (1976) 131-138.

6 For Burgundius's writings as court historian, and especially his Historia Bavarica, see Kagerer
K, Jacob Balde und die bayerische Historiographie unter Kurfiirst Maximilian I. Ein Kommentar
zur Traum-Ode (Silvae 7,15) und zur Interpretatio Somnii, Miinchner Balde-Studien 5 (Munich:
2014) 70-94.

7 The work was reprinted in Ingolstadt in 1633, and again in Halle in 1708, this time with
an introduction by the jurist and philosopher Nicolaus Hieronymus Gundling; this introduc-
tion was reprinted in Gundling’s Observationum selectarum ad rem litterariam spectantium
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period ranging from the death of Charles v and the accession to the throne
of Philip 11 to the arrival of the Count of Alba in the Low Countries after the
Iconoclastic Fury (Beeldenstorm) of 1566. He chose, therefore, a relatively
short span of time, the critical years leading up to the Revolt itself.® Before
leaving the Low Countries he had been encouraged by Petrus Peckius, chan-
cellor of the county of Brabant, to write a larger history of the Low Countries,®
which however never materialized. In his Historia Belgica, then, Burgundius
looked back upon the origins of the Revolt, about 60 years after the events he
chronicled, at a time when, after the end of the Twelve Years’ Truce, military
violence had flared up again, the Revolt had become entangled in larger inter-
national conflicts, not least the Thirty Years’ War, and the hope of reuniting the
Low Countries had all but vanished.

Burgundius dedicated his Historia Belgica to Duke Maximilian, in a ges-
ture of gratitude for his recent appointment in Ingolstadt: ‘Agnosco enim quo
me favore exceperis, cum e Belgio evocatum celeberrimae Tuae Academiae
Ingolstadiensi adscripsisti’ (‘For I acknowledge the goodwill with which you
received me, when you called me forth from the Low Countries and appointed
me in your most famous university at Ingolstadt’).1° In this dedication he inge-
niously connects the obligatory praise of his dedicatee with an explanation of
both his historiographical approach and the moral and political benefit to be
drawn from it:

Videbis virtutis vitiorumque certamen. Videbis perfidiam cum fide luc-
tantem sectasque nostrorum temporum in religionem attollentes super-
cilium, breviter, quidquid malorum prorupit in publicam perniciem ex
aemulatione et invidia Magnatum Principi suo non sat obedientium [...].
Pulchrum tibi erit alienae gentis calamitates percurrere, ut subditorum
tuorum felicitatem agnoscas, quos pestilentissimum hoc sydus nunquam

tomus II, editio secunda (Halle, Renger: 1737) 205-228. Burgundius’s Historica Bavarica
similarly enjoyed renewed attention at the turn of the 18th century, as a reprint was issued
in Helmstedt in 1705, with an introduction by the theologian Justus Christoph Béhmer.

8 This period corresponds roughly with the phase for which Robert Fruin coined the term
‘voorspel’ (‘prelude’) of the Revolt. The same time span is covered in De initiis tumultuum
Belgicorum (1587), composed by Florentius vander Haer, who is the most important Latin
author on the Catholic side to compose a historical work on the Revolt before Burgundius.

9 See Britz, “Bourgogne” 854, and Vermaseren B.A., De katholieke Nederlandsche geschied-
schrijving in de XVIe en XVIIe eeuw over den Opstand (Maastricht: 1941) 267. Peckius had
earlier tried to motivate Erycius Puteanus to write such a work; see Vermaseren, ibidem
209.

10  Burgundius, Historia Belgica (fol. 3r). All quotations are from the 1708 edition of the
Historia Belgica.
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afflavit, in mediis tamen collidentium inter se religionum fluctibus
deprehensos.

You will see a battle between virtue and vices. You will see treachery
struggling with loyalty and the factions of our times looking down on
religion with disdain, in sum, whatever evil burst forth and caused the
ruin of the state, because of the rivalry and hatred of the high nobility,
who did not sufficiently obey their sovereign ruler [...]. It will be pleas-
ant for you to observe the calamities of a foreign nation, so that you will
recognize the happiness of your own subjects, who were never affected
by this most destructive constellation, even although they were caught in
the midst of the billows of clashing religions.!

Burgundius’ account, in other words, is a story of disruption and chaos, brought
about by unruly and overambitious noblemen, a stark counterexample to the
harmonious reign in Bavaria, for which Duke Maximilian is implicitly credited.
The political and religious turmoil that led to the disintegration of the Low
Countries is presented as a negative showcase that underlines by contrast the
unfailing governing skills of Duke Maximilian in the exacting climate of the
Thirty Years’ War. In addition, Burgundius associates himself firmly with his
new patron through his unequivocally pro-Spanish and pro-Catholic stance.
At the same time, Burgundius endows his report of the prelude to the Revolt
with an exemplary quality beyond its historical contingency by defining its es-
sence as a ‘battle between virtue and vices’, a kind of “psychomachia” between
good and evil. In his preface, he elaborates this motif and highlights the ever-
changing balance of power between the people, a privileged ruling class, and
an autocratic ruler, provoking a continuous sequence of peace and war. The
Dutch Revolt, too, is a manifestation of the same play, staged over and over
again on the ‘scena rerum humanarum’ (‘the stage of human affairs’),!> which
writers record for the purpose of moral instruction by means of ‘exempla’!® In
this way, Burgundius immediately emphasizes the fundamental relevance of
his work for an international cultured audience: the Dutch Revolt illustrates
basic characteristics of the course of world history, and therefore his Historia

11 Burgundius, Historia Belgica (fol. 2r-v).

12 Burgundius, Historia Belgica 2: ‘Nam qui haec leget, facile discet scenam rerum humana-
rum’ (‘For he who will read this work, will easily become acquainted with the stage of
human affairs’).

13 Burgundius, Historia Belgica 2: ‘Quippe nemo rectius quam exemplis instruitur’ (‘For no
one is taught more properly than by means of examples’).
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Belgica is essentially an autopsy of human nature; the facts and events report-
ed in it are typical instances of human experience tout court.

Burgundius’ particular approach can be grasped even more clearly by com-
paring the dedication and the preface of his work with the introduction of the
sole historiographical treatise, prior to Burgundius, in which exactly the same
period was treated, Florentius vander Haer’s De initiis tumultuum Belgicorum
(Douai, Jean Bogard: 1587).14 Vander Haer dedicated his work to Alessandro
Farnese, then Governor of the Southern Low Countries, and praised exten-
sively his military prowess; his work itself reads to a large extent as a tribute
to Farnese’s mother, Margaret of Parma (1 1586), Governor of the Southern
Low Countries during the so-called ‘prelude’ to the Revolt. In the course of the
treatise Vander Haer focussed ever more strongly on the political leadership
of Margaret of Parma, who successfully opposed heresy and restored royal au-
thority, thus paving the way for her son’s later accomplishments.'3

Not only did vander Haer’s choice of dedicatee provoke a different assess-
ment of some of the leading characters of his narrative,'6 but also Burgundius’
analysis of the events operates on a different level. Vander Haer, and others
with him, had identified three fundamental causes of the Revolt: the person-
al enmity between William of Orange and Antoine Perrenot de Granvelle,'”
the introduction of new bishoprics and the spread of Calvinism in the Low
Countries.’® Burgundius, instead, searched for deeper causes in the psyche of
the main actors:

Mehercule vero, nihil ego populari invidiae non attribuo. Novis tamen
episcopatibus et Inquisitioni et edictis, quibus tum maxime irasceban-
tur, cuncta non imputo. Altiores causae stimulabant Proceres in facinus.
Furor et ambitus caecos obsederat. De cetero Inquisitionis edictorumque
larvas palam assumpserant, ut sub honesto titulo litarent invidiae suae et
publicae utilitatis speciem aemulationi praeferrent.

14  See Haitsma Mulier E.O.G. — van der Lem A., “Haer, Florentius (Floris) vander” (2012), at
http://www.dutchrevolt.leiden.edu/dutch/geschiedschrijvers/Pages/haer.aspx (retrieved
8th August 2017).

15  Vermaseren, De katholieke Nederlandsche geschiedschrijving 145-148.

16 ~ Margaret of Parma, e.g, appears far less decisive and efficient in Burgundius’s Historia
Belgica than in vander Haer’s De initiis tumultuum Belgicorum.

17  For a brief biographical profile of Granvelle see van der Lem A., “Antoine Perrenot, kar-
dinaal Granvelle” (2012), at http://www.dutchrevolt.leiden.edu/dutch/personen/G/Pages/
granvelle_antoine.aspx (retrieved 8th August 2017).

18  Vermaseren, De katholieke Nederlandsche geschiedschrijving 147.
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True enough, I attribute everything to the resentment of the people. I do
not impute the whole blame, however, to the new bishoprics, the inquisi-
tion, and the edicts, which infuriated people at the time most strongly.
Deeper causes incited the nobility to their crime; rage and greedy ambi-
tion had made them blind. Also, they had patently taken the inquisition
and the edicts as empty cloaks (‘ghosts’) to satisfy their own grudge under
a respectable pretext and to cover their contention in a guise of public
benefit.1®

In other words, Burgundius aimed to uncover the reality underneath the ap-
pearances, to unmask the real motives and strategies of the protagonists of his
historia.

3 Tacitus and Tacitism in the Historia Belgica

Any 17th-century reader of the Historia Belgica would associate a reference
to ‘altiores causae’ immediately with the historiography of Tacitus. Especially
under the impulse of Justus Lipsius, but even before,?° early modern editors
and commentators of Tacitus emphasized that Tacitus provided unique in-
sights into the ‘deeper causes’ of political action and communication in an
autocratic regime. Since Justus Lipsius and others perceived their own times
to be strikingly similar to the era described by Tacitus, Tacitus became all
the more relevant as an instructor of the political trade,?! especially for the
new functional elites in government, jurisprudence, and administration —
the social class to which Burgundius himself also belonged. We may assume,

19 Burgundius, Historia Belgica 88-89.

20  Arelevant passage from the preface of Puteolanus’ edition is quoted by Etter E.-L., Tacitus
in der Geistesgeschichte des 16. und 17. Jahrhunderts, Basler Beitrdge zur Geschichtswissen-
schaft 103 (Basel — Stuttgart: 1966) 173.

21 This notion of similitudo temporum was made famous by Justus Lipsius in the dedication
of his edition of Tacitus’s Annales (1574) and the dedication of his commentary on that
work (1581). In the modern edition of Lipsius’ letters, the Iusti Lipsi Epistulae (Brussels,
from 1978 onwards), the texts can be found in ILE 1, 74 07 oo M, at 38-39 and ILE 1, 81 00
oo H, at 25-26. The idea had been mentioned before by Machiavelli, and the term simili-
tudo temporum appears also in the famous oration (1580) of Marcus Antonius Muretus, in
which he defends himself against those who had criticized his lectures on Tacitus at the
Sapienza; see Etter, Tacitus 16.
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therefore, that these counsellors, jurists, and administrators were the audience
Burgundius intended for his work.22

Already six years before the publication of the Historia Belgica, Valerius
Andreas hinted in his note on Burgundius in his Bibliotheca Belgica (Louvain,
Henricus Hastenius: 1623) at the Tacitean orientation Burgundius was going
to adopt:

Meditatur Historiam Belgicam, in qua praeter obsidiones, pugnas, pacta
eventusque tractat artes, fraudes, rationem causasque eorundem, quae
vel potissimae sunt historiae partes et leges.

He is planning a History of the Low Countries, in which he discusses not
only sieges, battles, pacts, and events, but also tactics, deceit, their rea-
son and causes, which are by all means the principal parts and laws of
history.23

This characterization contains a reminiscence of Tacitus, Historiae 1, 4, 1 (‘ut
non modo casus eventusque rerum, qui plerumgque fortuiti sunt, sed ratio etiam
causaeque noscantur’).?* Burgundius himself picks up one other of Tacitus’
programmatic statements, when he declares that he will write ‘sine amore, sine

22 On the various facets and implications of Tacitism in these milieus see especially the
fundamental study of Kithlmann W, Gelehrtenrepublik und Fiirstenstaat. Entwick-
lung und Kritik des deutschen Spdthumanismus in der Literatur des Barockzeitalters
(Ttibingen: 1982), and from his later studies above all “Geschichte als Gegenwart.
Formen der politischen Reflexion im deutschen Tacitismus des 17. Jahrhunderts”, in
Neumeister S. — Wiedemann C. (eds.), Res Publica Litteraria. Die Institutionen der Gelehr-
sambkeit in der Friihen Neuzeit, Wolfenbiitteler Arbeiten zur Barockforschung 14 (Wies-
baden: 1987), vol. 1, 325-348.

23 Quoted by Vermaseren, De katholieke Nederlandsche geschiedschrijving 267, with n. 545.
In his bio-bibliographical survey of Latin literature in the Low Countries Valerius Andreas
quite often mentions writings that are “being planned”; in those cases ‘meditatur’ is his
standard term. I have not been able to ascertain whether he speaks about Burgundius’s
Historia Belgica from first- or second-hand knowledge. Burgundius may have shown and
discussed (parts of) his work among friends and acquaintances before its publication. In
any case, he worked extensively on his Historia Belgica before his departure to Ingolstadst;
see, e.g., the letter, in which Puteanus tried to repair the relationship with his former stu-
dent (Erycii Puteani Epistolarum apparatus novus et miscellaneus [ Amsterdam: Jodocus
Janssonius: 1646], cent. 1v, epist. 40): ‘Huius tibi iam specimen elaboratum scio’ (‘I know
you have already fully worked out an example [of historiographical writing]’; ibidem 36—
37, at 36).

24 The allusion is quite elegant: the key terms ‘eventus’, ‘ratio’, and ‘causae’ are taken over
directly from Tacitus, whereas ‘quae vel potissimae sunt historiae partes et leges’ is a
Kontrastimitation of ‘qui plerumque fortuiti sunt’.
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odio partium, quibus hactenus vitiis maxime laboratum est’ (‘without love or
hatred towards the parties involved, the vices which until now have tormented
people most severely’),25 thus reiterating Tacitus’ profession of impartiality at
Historiae 1, 1, 3 (‘sed incorruptam fidem professis neque amore quisquam et
sine odio dicendus est’).26

Burgundius, then, firmly espoused the widespread revalorization of Tacitus,
which in the 20th century came to be labelled as ‘Tacitism’2” Burgundius most
likely inherited his appreciation of Tacitus from his professor at Louvain,
Erycius Puteanus, whose views on Tacitus largely concurred with those of his
predecessor, Justus Lipsius, the most important initiator of the entire Tacitean
current.?8 The modern term “Tacitism”, however, is an umbrella term for vari-
ous modes and strands of the reception of Tacitus with respect to both content
and style. The present state of scholarship concerning these different facets
of the Tacitean tradition is quite uneven. Whereas there is a long tradition of
scholarship, e.g., on the impact of Tacitus on 16th- and 17th-century political
thought or on the reception of Tacitus’ Germania in early German humanism,
there hardly exist any extensive studies — surprisingly so — on the scope and
nature of the reception of Tacitus in early modern historiography.2®

25 Burgundius, Historia Belgica 4.

26  Burgundius applies the statement more explicitly to himself than Tacitus, who relates the
observation in a general fashion to the “professi incorruptam fidem” (those who profess
impeccable sincerity — the context of the passage, of course, invites the reader to add
‘like I do’).

27  The term appears to have been coined by Giuseppe Toffanin; see his Machiavelli e il
“tacitismo” La “politica storica” al tempo della controriforma (Padova: 1921). Good recent
introductions (with the essential bibliography) to this broad and complex topic include
Grafton A., “Tacitus and Tacitism’, in Grafton A. —- Most G.W. — Settis S. (eds.), The Classical
Tradition (Cambridge, MA: 2010) 920—924, and Poel M. van der — Waszink J., “Tacitismus”,
in Historisches Worterbuch der Rhetorik, vol. IX (2009) 409—419.

28  Puteanus offers a succinct appraisal of Tacitus in his declamation “In Tacitum affectus,
brevi encomio expressus’, included as “Oratio XXI” in his Suada Attica sive Orationum
selectarum syntagma ([Leiden], Elzevier: 1623) 442—458. He delivered this oration, just
as most of the other ones collected in his Suada Attica, in his Palaestra Bonae Mentis,
the “academy” he founded within the venerable Collegium Trilingue at Leuven; during his
student years Burgundius was a member of this community. Naturally, Tacitus is praised
above all for the insights he offers into the inner workings of monarchical rule (the arcana
imperii, in Tacitus’s own words: Ann., 2, 36, 1), thus providing highly useful information to
those who prepare themselves for a career in government and administration. Among
the oratorical exercises performed at the Palaestra Bonae Mentis, one was devoted to
the topic ‘Historia Politicae officina est’ (‘history is the workshop of politics’); see Simar,
Puteanus 131, n. 1.

29  This desideratum is pointed out by van der Poel — Waszink, “Tacitismus” 411.



406 LAUREYS

The rise of early modern “Tacitism” went hand in hand with a growing at-
tention for the analysis of political reality from the viewpoint of the political
actors, rather than the forms and functions of different structures of govern-
ment. This shift from a theoretical to a pragmatic focus can be noticed both in
works of political theory and in historiography. Even in the case of the most fa-
mous “Tacitist” historians, however, such as Famiano Strada and Hugo Grotius
in Latin or Pieter Corneliszoon Hooft in Dutch, the nature and extent of their
reception of Tacitus are not easy to pin down, and scholars have only recent-
ly begun to investigate this question in depth.2? Burgundius, too, who was a
contemporary of these better known “Tacitist” historians, but published his
Historia Belgica before they brought out their respective works, explicitly sig-
nals the Tacitean vein of his treatise and evidently considered Tacitus’ Annales
and Historiae a suitable reference framework for his own historical account. In
what way and to what extent, then, did Burgundius recount and interpret the
‘prelude’ to the Revolt through the prism of Tacitus’s Annales and Historiae?
And in what sense is Burgundius’ appropriation of Tacitus motivated by more
than literary interests of imitatio and aemulatio, typical of Renaissance hu-
manism in general?3!

30  For recent attempts to grasp more accurately the characteristics of Tacitism, and par-
ticularly its interconnection between style and content, in Neo-Latin historiography see
several studies of Jan Waszink, among which “Shifting Tacitisms. Style and Composition
in Grotius’s Annales”, Grotiana 29 (2008) 85-132, “Your Tacitism or Mine? Modern and
Early-Modern Conceptions of Tacitus and Tacitism”, History of European Ideas 36, 4 (2010)
375-85, “Lipsius and Grotius: Tacitism’, ibidem 39, 2 (2013) 151-168; Marc van der Poel,
“Tacitean Elements in Grotius’s Narrative of the Capture of Breda (1590) by Stadtholder
Maurice, Count of Nassau (Historiae, Book 2)", Grotiana 30 (2009) 207246, and Coen Maas,
“Was Janus Dousa a Tacitist? Rhetorical and Conceptual Approaches to the Reception of
Classical Historiography and its Political Significance’, in Enenkel K.A.E. — Laureys M. —
Pieper C. (eds.), Discourses of Power. Ideology and Politics in Neo-Latin Literature, Noctes
Neolatinae 17 (Hildesheim — Zurich — New York: 2012) 233-248.

31 On afundamental level, the precepts of historiography, defined by Renaissance human-
ists, were entirely embedded in the requirements of the narratio in classical rhetoric. Any
humanist historiographer, therefore, automatically thought or at least had to think about
style — natura