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Editors’ Preface

e wish to express our appreciation to the members of the editorial board of
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during the Golden Age (organized by The Walters in partnership with the Fine Arts
Museum of San Francisco and the National Gallery, London) and related events,
including the quadrennial meeting of the Historians of Netherlandish Art, held
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Century Studies Conference in Toronto. Our debt to Walters editor Deborah

Horowitz is very great indeed.

Joaneath A. Spicer Walter S. Melion
The Walters Art Gallery The Johns Hopkins University



“Met geschickter ordenen” The Rhetoric of Place
in Philip II’s 1549 Antwerp Blyde Incompst

Mark A. Meadow

Philip IT's Joyous Entry into Antwerp shares many features
with other contemporaneous processional forms, especially the
annual religious processions, ommegangen, and the entries
held at the beginning of secular civic events like the rederijker
landjuweel (a rhetorical drama competition). Only by
understanding the place of Philips Blijde Incompst within
the broad range of festive and ritual behavior can we begin
to unravel the viewer’s experience, and thereby begin to
comprehend how this event functioned.

n August 4, 1561, the factor Richard Clough

wrote to his master, Thomas Gresham, then
Royal Agent for the English crown,' concerning a
spectacle he had just witnessed, the great landjuweel
sponsored by the city of Antwerp on behalf of de
Violieren, or The Gillyflowers, its leading rederijkkamer
(chamber of rhetoricians).” This rhetorical drama
competition was the most extravagant of its kind ever
held, costing by Clough’s estimate the truly enormous
sum of “one hondrytt thowsand marks.”* Among the
many events that made up the landjuweel, and the
ones to which Clough devotes almost the entirety of
his description, were a series of processions held by
the rhetorical chambers of Brabant as they arrived at
Antwerp. His greatest praise is reserved for the
processional entry of the chamber from Brussels:

But pryncipalye of all came Brussels; weche
methinks was a dreme.

Fyrst, they came in with a wonderfull meny of
trompetes, heraulds, footemen, standard-berers
[and] caryers of armes; with dyvers other kynd
of offysers. After them, came 7 pagents, being
carryed by 150 men; and the pagents beyng so
trymmyd with young chylldren in cloth of golde,
silver, and satin of all colours, so embroyderyd
and wrought, and to such good pourpose, that
I cannot tell whatt to wryte of them. And about
every pagent [rode] 4 men on horseback, with

torches in their handes; apparallyd in long cotes,
after the manner of polle [Poland], of crymsone
sattin; imbroderyd and garded with golde and
silver; hatts of red, trymmyd as the rest, with
wyte fethers; wyte satin doublets, and wyte
bouskyns; grette gyrdells of golde taffata, with
their swords accordingly. After every of these 7
pagents, came 7 wagones, being all coveryd with
red cloth, and gardyd with wyte, and hangyd
rownd about with arms. In xxi of these wagons,
were very fayre personages; some in harness
[armour]; some like nuns; some lyke monks;
priests; beshops; cardynells; and all kynde of
religyous men; with wonderfull devysys weche I
colde nott well perseve, for that ytt was 2 of the
clock att aftyer-midnight before they came in: so
that colde notte well perseve it by tourche lyght.

The rest of the wagons, beying att the least
in number that came after these pageants 200,
(for I told 104), were all coveryd with red, as
the other; and in every wagon, 2 men syttyng,
and in some 3,—in crymsone satin as the other;
holding in ther hands, tourches. All these wagons
were made with wyte basketts, as the marchants
do youse here, and no common waggons; and
in most of the wagons, 4 grett horses, all with
wyte harness, draying as lemone hoursys: the
wagoners beyng apparallyd in red cloth, and
gardyd with wyte.

After the wagons, came 380 on horse-backe,
all in cremysone satten, inbroderyd with golde
and silver, as the othere wer: after them, ther
cappytayne, with 24 footemen, all in crymysone,
saten; wyte hose, and doublets accordingly; and
after that, at the last, 25 wagons coveryd with
red, full of chests and bagage.

In fyne, I do judge to be there, 600 hourse-
men, all in crymson satten, and 130 wagons: so
that, with them on horseback, and they that dyd
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lye in the wagons, and the chilldrene uppon the
pagents, I judge to be 1000 persons in syllke;
and in hoursys, all together, att the leste, 1000.
Thys was the strangyst matter that ever I sawe,
or I thynke that ever I shall see; for the comyng
of King Fylyppe to Andwarpe, with the cost of all
the nasyons together in apparell, was not to be
comparyd to thys done by the towne of Brussels.
And they shall wyn no more with all, by a skalle
of syllver weying 6 ownsys!—I wolde to God
that some of owre gentyllmen and nobellmen of
England had sene thys,—(I mene them that think
the world is made of ottemell [oatmeal]); and
then it wold make them to thynke that ther are
other as wee ar, and so provyde for the tyme to
come; for they that can do thys, can do more.*

For all that Clough plays fast and loose with his arith-
metic, he is clearly overawed, and justifiably so, at the
grandeur and expense he saw displayed in what was,
after all, merely one entry held by one chamber among
the sixteen present at the competition. Nor were the
entries of the fifteen visiting rhetorical chambers into
Antwerp the only such processions held during the
festival. Each chamber also staged ceremonial processions
to church service in Antwerp’s cathedral of Onse Lieve
Vrouw, as Clough notes in the continuation of his letter:

Thus the matter endyd yesternyght, between 2
and 3 of the clocke. And thys daye, one party
goyth to the churche, where will be no small ado;
for as they came in order on horseback to the town,
so they must go in order to the church, on foote.

Similar processions would mark the end of the land-
juweel as the fifteen chambers ceremonially departed
from Antwerp.

The processional model chosen by Brussels and
all the other visiting chambers was, in part, that of the
Joyous Entry of a new sovereign visiting one of his
cities. Clough acknowledges this through his final
comments, comparing favorably, and with greatest
astonishment, the pomp and circumstance of Brussels’
procession to that of Philip II into the same city of
Antwerp some eleven years earlier, in 1549. The
clothing worn by the Brussels rederijkers, the crimson
and white silks and satins, the embroidery and other
embellishments in gold and silver, the white feathers
and red hats and cloth of gold, are all suggestive of
the apparel worn by the ceremonial retinue of a great
prince, especially a Burgundian prince.” The chief
officer of a rederijkkamer was, in fact, often referred to as

its “prince” or even “emperor,”® although Clough here

names the most important person of the Brussels
chamber its “cappytayne.” Indeed, the leading figure
in a chamber of rhetoric could even be a real prince, as
exemplified by Philip the Good, Duke of Burgundy,
who was honorary prince of the Ghent rhetorical
chamber Jesus metten Balsem in 1493

Clough’s descriptions of other “prynsypalles” of
the attending rhetorical chambers add emphasis to the
comparison between royal and rederiker pageantry.
Melchior Schetz, one of the wealthiest men in
Antwerp and Prince of the Violieren, and Anthony
Straelen, Mayor of Antwerp, were “so imbroyderyd,
—both ther aparell and the caparysons of ther
hourseys,—that the least of them cost above 300%.;
havyng, ether, 6 footemen, all in pourpell, as they

”8

were.”" Riding in with the chamber from Liere was
Conrad Schetz, Melchior’s youngest brother, “whome
dyd moche passe hys brother Mellcher in costylynes,
beying so enbroyderyd with golde and syllver, that no
prynsse might by any costlyer.”® The princely effect
was heightened by other elements of the regalia.
Mechelen had “112 gentyllmen; and every one of
them [had] a grett chene of golde about hys necke.
Participants from Brussels and the other chambers
wore swords and other knightly arms; they included
footmen, heralds, standard-bearers, trumpeters, and
other courtly servants in their retinues.

»10

Clough provides us with one of the very few eye-
witness accounts we have of such processions in this
period, and his comments deserve our attention. One
of the goals of this essay is to consider how meaning
was constructed for its audience in a particular event,
the 1549 Joyous Entry of Philip II into Antwerp, the
very same entry that Clough compares with that of the
Brussels rederijker chamber. Although the Welshman
Clough was a foreigner in Antwerp, his view of the cer-
emonies and festivities he witnessed was not unin-
formed. He was a permanent resident of Antwerp
from 1552, and one of his primary tasks for Gresham
was that of observer and reporter. Gresham’s interest
in Antwerp was economic in nature, and thereby
political also. Clough’s series of letters helped his
master make informed decisions about investments,
opportunities, and risks, much as the Fugger newslet-
ters functioned for the Augsburg merchant bankers,
and as a matter of course included extensive cover-
age of social and cultural events as well as financial
and political ones." The fact that he devotes so much
of his letter to the landjuweel, and its processions in
particular, is therefore quite telling.
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Fig. 1. Cornelius Grapheus, De seer wonderlijcke, schoone, triumphelijcke incompst, Antwerp: Pieter Coecke van Aelst, 1550. City stage at the
Meerbrugge. Los Angeles, Special Collections, Getty Research Institute.

One has to consider the Antwerp landjuweel in
terms of expenditure of social and cultural capital.
Enormous sums were spent on costumes and pageants
(stationary or moveable tableaux), as is clear from the
above description. Thousands of people participated
in the event, traveling from throughout Brabant.
The commune of Antwerp underwrote much of the
expense of hosting the festival, and the other chambers
must have been similarly subsidized by their munici-
palities. For the duration of the landjuweel, daily life in
Antwerp must have been quite substantially disrupted.
Clough is fully cognizant that the significance of the
event lies somewhere other than in the immediate
financial rewards for the competing rhetorical chambers,
the largest of which was only “a skalle of syllver weying
6 ownsys!” The rather grim note upon which Clough
ends his description of the event, “and then it wold
make them to thynke that ther are other as wee ar,

and so provyde for the tyme to come; for they that
can do thys, can do more,” is an excellent example of
just how such a public and ostensibly non-political
and non-religious festivity could be read by its viewers
as having political and economic implications.

Clough attends to much more than just the lavishness
of costume in the Brussels entry procession. Foremost
is his concern with describing the order of the procession,
from the torch-bearers, heralds, and trumpeters at the
beginning to the important officials—the “cappytayne”
and his officers—of the chamber at the end. If we look
to his description as a whole, he is careful to relate
the precise sequence of events: how the entourage of
the Violieren rode out to meet each of the chambers
as they arrived, ceremonially accompanying them into
Antwerp and then riding out to meet the next. This,
too, is a shared element from other forms of proces-
sion, both royal and religious, as we will see below.



The Blijde Incompst of Philip 11

and the Rhetoric of Place

As we now turn our attention to Philip II's Blijde
Incompst of 1549, we will again be asking how meaning
was constructed for and by its audience.” This is not just
a matter of conveying prescribed messages, although
there were several of these, but also how the form of
the entry shaped the audience’s response based upon
their prior experiences. Here we are speaking of the
order of the participants in the procession, especially
Philip’s place in the sequence, and correlating this to
other, more frequent processions within Antwerp,
the annual religious processions called ommegangen.
We will also attend to the movement of the procession
through the space of the city, to particular places of
local significance and communal memory.

In a previous essay on Philip’s Antwerp entry, 1
presented two aspects of “place” as a concept that
could be helpful in understanding how the ceremony
functioned as an efficacious ritual for the Antwerp
community.” The first is related to the rhetorical concept
of place—locus in Latin and topos in Greek—as the
site for deriving a form or structure of argumentation,
as a place of invention. The Serlian architecture used
for the triumphal arches and stages along Philip’s
entry route served to structure a particular form of
argument—argumentatio ad exemplum—that presented,
in an abstract realm, the idealized persona of Philip
and the ideal relationship between him and his future
subjects. The elements of that spatialized argument—
a sequence of dialectical relationships of near to far,
present to past, ideal to actual—would appear, in fact, to
be uniquely associated in mid-sixteenth-century Antwerp
with Serlian architecture. We find a very similar use
of the architecture in the stage designed for the
Antwerp landjuweel discussed above, and another very
compelling example in painted form in Pieter
Aertsen’s 1553 Christ in the House of Martha and Mary."

We can see such argumentation by example, as
mediated by the Serlian architecture, at work in indi-
vidual arches or stages. In one instance, at the stage
on the Meerbrugge, an over-lifesize Philip is himself
depicted in the center of a stage erected by the city
(fig. 1). To either side of him are a series of famous
Philips from history, ranging from saints to emperors
and Burgundian dukes. These Philiponyms, as Kuyper
termed them," stand as exemplars for the behavior our
Philip was to emulate. In a later piece of ephemeral
architecture, also erected by the city, Philip would
have passed under a triumphal arch again depicting
himself, this time surrounded by those of his immediate

ancestry who determined his succession to sovereignty
over Antwerp. On a second register, below that of
Philip, is depicted Antwerp herself, surrounded by
the virtues of Faith, Obedience, and Candor, who
present her to her prince. The iconography of this
tableau is clearly that of a betrothal between Antwerp
and Philip, with the accompanying implications of an
abiding affective relationship. The effect of both these
tableaux, as of all the others along the parade route,
was set in motion through the spectacle of witnessing
Philip, Charles, and the collective representatives of
Antwerp’s civic institutions viewing themselves as
abstracted, idealized, allegorized figures.

The second sense of “place” I raised in relation to
the 1549 Antwerp entry involved looking at the entry
route itself, as it inscribed and derived meaning by
moving through the space of the city. The person we
can consider the author of the event, the humanist and
city secretary Cornelius Grapheus, carefully incorporated
sites of great significance to both the residents of
Antwerp and to Philip and his father, Emperor
Charles V, into the processional route. For example,
the very road along which the royal entourage traveled
to Antwerp was in part selected because it brought the
party to the city gate of St. George, also known as the
Keizerspoorte, or Emperor’s Gate (fig. 2). Within the
context of the entry, the former name calls attention
to the association between the gate and the church of
St. George just inside it, which itself was closely associated
with the St. George’s Militia, the most preeminent of
the city’s military organizations and a crucial index of
civic identity. The latter name, again within the entry’s
context, suggests a particular and intimate relationship
between city and Emperor, and hints at the aspirations
of Philip to succeed his father to the Imperial throne.
The city locus of the St. George’s gate and church is
one to which we will return below.

Just as individual places, and individual tableaux,
are constitutive of communal identity and memory, so,
too, can the juxtaposition of arches with each other
participate in the rhetoric of the event. Grapheus fre-
quently coordinated the installation of the ephemera
so as to counterpose an expression of Antwerp’s identity
with one of Philip’s. This is perhaps clearest in a pair
of structures erected in the Groote Markt, where
Druon Antigon, the giant who was part of the city’s
founding myth, stood across from an arch upon which
Philip and Charles stood personified as Hercules and
Atlas, jointly shouldering the weight of the entire world
(figs. 3 and 4). Here, one founding myth is placed
across from another; one embodiment of power and
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Fig. 2. Cornelius Grapheus, De seer wonderlijcke, schoone, triumphelijcke incompst, Antwerp: Pieter Coecke van Aelst, 1550. Keyserspoorte. Los

Angeles, Special Collections, Getty Research Institute.

identity resonates with another. Again we can speak
of a dialectic, in which the thesis and antithesis of
Antwerp and its rulers is resolved in the synthesis
represented by the ephemeral town hall also built on
the market place, in front of the real one. This is where
the legal binding of Philip to the city, the consecration
of the marriage if you will, takes place and the com-
munal bonds between ruler and subjects are reknit.
Antwerp civic identity is further inscribed in the
route as a whole. Based on the descriptions of Grapheus
and Calvete, we may reconstruct the original proces-
sional route, as seen on this map of Antwerp, with
Philip’s route juxtaposed (fig. 5)."" What is particularly
interesting is that the route follows along a substantial
part of the former city wall to one of its ends, and
then, after cutting through the center of town, marks
the other end with a city arch. After reaching the
Meir, where the stage with the famous Philips was

constructed, the procession moved along the path of
the old walls of Antwerp to its terminus at the former
Koepoort. After cutting back through the city to the
Markt, the procession reached the other terminus of
the old walls, at the former St. Janspoort.

What Grapheus has done, then, is to revive the
ancient Roman practice custom of processing along
the boundaries of the community, a practice known
as circuitio or circumambulatio and associated with such
annual lustration rituals as amburbium and ambarvalia.”
But he does so along the historical and traditional limits
of the city, reinforcing the historicity already shown in the
group of Margraves, displayed upon the temple marking
Philip’s arrival at Antwerp’s jurisdictional boundary in
the typological models for Philip, and in the sequences of
kings, dukes, and so forth found in various of the tableaux.
As such, this is the earliest known royal entry in the early
modern period, north of the Alps, to employ this ritual-
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Fig. 3. Cornelius Grapheus, De seer wonderlijcke, schoone, triumphelijcke
incompst, Antwerp: Pieter Coecke van Aelst, 1550. Druon Antigon
on the groote merct. Los Angeles, Special Collections, Getty
Research Institute.

ization of communal space and identity." Grapheus is
marking the city’s history as a means of confirming its
origins and identity; paralleling the genealogies of Philip
and the pedigree of its own city charter and privileges."

In the remainder of this article, we will return to
the processional route, as well as the procession itself,
to pursue further the question of how the Antwerp
audience for Philip’s entry could have understood the
significance of the spectacle they witnessed. For all that
the arches and other ephemera were fitted with a variety
of means for conveying their particular messages, from
the tableaux, the often multiple inscriptions, and the
locations, we still need to account, as best we may, for
the perceptions of the individual viewer along the
route. He or she would not have seen the entire
sequence of arches and tableaux, at least during the
moment of the event itself; he or she more than likely
did not read Latin.
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Fig. 4. Cornelius Grapheus, De seer wonderlijcke, schoone, triumphelijcke
incompst, Antwerp: Pieter Coecke van Aelst, 1550. City triumphal
arch at the opening of the Hoochstraten. Los Angeles, Special
Collections, Getty Research Institute.

Urban Ritual and the Creation of Community

The procession and its route reinforced civic identity
in other ways as well. Joyous Entries such as Philip’s
were comparatively rare events, in principle held only
once a generation, and such events as the landjuweel
could be still rarer in any particular city (the last held
in Antwerp was in 1496). But other forms of procession,
especially the religious processions known as ommegangen,
were far more frequent and formed an integral part
of the ritual and festive culture of Antwerp.” That
city had an unusually rich assortment of ommegangen,
with four such processions held annually by the end
of the fifteenth century. In these events, ornamented
and elaborated as they were with allegorical floats and
tableaux (termed punten or pointen) of both religious
and civic natures, the citizenry of Antwerp would have
acculturated themselves to viewing and participating
in public spectacles. The act of procession itself, the



movement of sacred symbols and persons through
the space of the city, thus was a familiar vehicle for
the creation of meaning and civic identity.

The oldest and most prestigious of these processions
was the Besnijdenis-ommegang, in which the city’s most
prized possession, the relic of Christ’s foreskin, was
solemnly conducted through the streets of Antwerp.”
This “circumcision procession” originated in the
twelfth or thirteenth century, and commemorated the
arrival in Antwerp of the Reliquary of the Holy
Prepuce. The reliquary was reputedly gifted to the
city by Godfrey of Boulogne, who sent it from
Palestine while he was there during the Crusades.
Notably, Godfrey occupied the same title to Antwerp
as Philip: Margrave of Antwerp from 1069 and Duke
of Lower Lotharingia (which included the territories
of the later Duchy of Brabant) from 1089.

Attached as it was to a specific historical figure, this
procession served not only as a religious celebration
but also as a token of the relationship of ruler to city.
Already in 1398, according to the oldest surviving
ordenancie or program for an Antwerp ommegang,” the
procession included among its wagons one representing
the Dukes of Brabant.* In 1459, additional aspects of
local association were added in the form of three pointen
of Brabantine saints, plus another for St. George with
his Dragon, whom we have already seen was of special
significance to Antwerp, and in 1470, the procession
included Brabant itself as the theme for the second
and third floats.*

Antwerp and its civic institutions were also repre-
sented in the ommegangen. The 1398 ordenancie indicates
that the procession began with the representatives of
the full range of incorporated crafts of the city,
beginning with shipmakers and smiths, and ending
with the barbers. The pointen, on their wagons, came
next, followed first by the clergy of cathedral and
cloisters, then by the civic institutions: the crossbowmen
old and new, the longbowmen old and new, the
rather cryptic “society of the straw hats,” the guilds, the
petty officials of the city, the major officials and lords
of the city, the prelates, and, finally, the reliquary
itself.” This basic model, with some variation in the
order, was to hold well past the time of Philip’s
Joyous Entry, and can also be seen in the landjuweel
processions with which we began.

The processional order of Philip’s entry itself was
essentially that of the ommegang. The procession began
with the gemeynder Burgeren, “the general citizenry,”
of Antwerp, riding met geschickter ordenen, “in their

proper order”:*

Very first, in their order, rode ahead the common
citizenry of the city: to whit, the honorable and
respectable burghers, noblemen, common mer-
chants, trades [and] guilds, with their deacons
and elders, all elegantly on horseback, and
about 400 in number.

Ahead of all these rode (as the leaders) some of
the chief people of the burghers, with some of
the district wardens in order thereto. The chief
people of the burghers, installed by law are four,
and the district wardens, who were also installed
by authority of the law, are twelve, to whit two
for each [district] (of which there are twelve).

Immediately following the citizenry were the processional
groups representing the trading nations, specifically
those of Lucca, Milan, England, Spain, the Hansa
[Oosterlingen], and the Germans [Hoochduytschen].”
Grapheus provides lengthy descriptions of the costly
and extravagant garments worn by each of these
trading nations, which need not detain us here.

Next were the petty officials of the city, listed in
order as the:

. . . lawyers, solicitors, and underwriters or
clerks of the registrar and secretaries, . . .
the peacekeepers, masters of the orphanages,
the deacons and aldermen of the halls, each
with their registrar . . . the messengers, the
Short Rods, the examiners, the secretaries,
the registrars, the stewards, the pensionaries.

The sequence given here is from the lowest in the
hierarchy of the city government up through the ranks
of what Grapheus calls “the lower order” of city officials.
They are followed, of course, by the “upper order”:

. . . the treasurers, the old aldermen (because
the council members were riding ahead with the
burghers), the 16 aldermen, both of the mayors,
the sherrifs, the officers and the Margrave.*

Grapheus uses this section of his account of the entry
as, in essence, a brief treatise on the governmental
structure of Antwerp. He is careful to explain where
the various officials stood in the hierarchy of the city
and, to a limited extent, how they were appointed.”

Finally came the entourage of Philip and Charles,
who occupied the same last and most honored place
as did the reliquary and its attendants in an ommegang.
The only figures processing behind them were an
honor guard made up of the city’s militiamen who had
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fought a ceremonial battle at the boundary of Antwerp’s
jurisdiction. Grapheus is seemingly far less concerned
with a detailed listing of the members making up the
company of Philip and Charles, being content simply
to state that there were “uncountable numbers of
princes, lords, dukes, counts and noblemen, etc.”

In both the ommegang and the Joyous Entry, the
object or figure occupying the final position was that
from which the meaning of the event flowed. Moving
through the streets of the city, over bridges, and across
market squares, past religious, civic, and domestic
buildings, the moving “center” of relic or prince perme-
ated the space of the city with enduring associations.”
By participating in the processions, both through mem-
bership in the various corporate bodies that made up
the procession, and as spectators to it, the populace
reinvented their larger community, in the one case
defined as a religious body and in the other as a polit-
ical one. The division between these two forms of
community was certainly not a firm one, especially in
the Joyous Entry, where the religious and political,
the Christological and the Imperial, were conjoined.

The “moving center” is also to be found, perhaps
most typically, in the Corpus Christi procession, which

is the second of Antwerp’s ommegangen. Instituted in
1246 in response to the ecstatic visions of the beguine
Johanna of Liege, the Feast of Corpus Christi was
celebrated throughout the German and Netherlandish
territories, Antwerp included, by 1252, and papally
authorized as a universal feast day by 1264." Corpus
Christi processions developed almost immediately out of
the special services, held the Thursday following Trinity
Sunday (the day on which the Besnijdenis-ommegang
was held in Antwerp), as a means of accommodating
the enormous numbers of people who wished to view
the enshrined host. Just as with the Reliquary of the
Holy Prepuce, the Holy Sacrament was carried
through the streets of the city during the Corpus
Christi procession. The form of the procession, complete
with biblical and allegorical pointen, and the participa-
tion of the corporate bodies that constituted the city,
remained consistent with its older counterpart.”

The third of Antwerp’s ommegangen, the procession
of the Virgin Mary, patroness of the city and patron
saint of the cathedral, again follows the pattern we
have seen in the previous examples.” One interesting
aspect of this procession, not necessarily absent from
the Corpus Christi procession but unremarked in the



sources, is that the object of veneration (in this case
the statue of the Virgin taken from the cathedral) was
passed successively from group to group, each of
which had the honor to carry her from one site along
the route to the next, passing it on in turn to the
next. Here is a still more immediate indication of the
manner in which the sacred object, the moving center,
participates in the reinvention and confirmation of
community bonds. The Virgin, as active protector
and patroness of the city, again moves through civic
space but also through the hands of the full spectrum
of communal bodies. Implicit are the same themes of
propitiation, submission, honor, and even negotiation
that we have already seen at work in Philip’s entry.
The stress upon personifying Antwerp as a virgin
within the entry, mentioned above, here takes on an
added significance through the identification of Antwerp
with the Virgin.

The last of the Antwerp ommegangen was introduced
only in 1485, quite late compared with the others,
and appears never to have reached the same level of
complexity. But it is of special interest to us in relation
to the Joyous Entry of Philip II, particularly in our
concerns with civic identity. This is the St. Joris-
ommegang, the St. George’s Procession, focused like
that of the Virgin Mary on a holy figure and its statue,
also solemnly and ritually removed from its church
setting and processed through the streets.” Interestingly,
this is the only one of Antwerp’s ommegangen given a
secondary name in the sources, that of the processie
van der stadt, the procession of the city, so described
in the ordenancie of the first occurrence. The role of the
annual processions in shaping, defining, reinventing
civic identity is here finally made quite explicit.

So, too, is the association of St. George with the
city as a whole. As mentioned above, the St. George’s
militia was among the most preeminent of civic orga-
nizations, an embodiment of the rights and privileges
so carefully garnered and so carefully protected by
the Antwerp administration at each investiture of a
new ruler. The two poles of the St. joris-ommegang
processional route were the St. George’s Church and
the City Hall, the same as in Philip’s entry within the
city proper. In the ommegang the procession begins on
Saturday at the church, with city pipers leaving there
and marching to the City Hall, returning with the
lords and officials of the commune, the crafts and
guilds, the militias in their time-honored order. From
the Church, with St. George in tow, the procession
moves back to the stadhuis, where the city hosts a feast in
the saint’s honor. The following day, Sunday, the route
is reversed and St. George is returned and reinstated
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Fig. 6. Cornelius Grapheus, De seer wonderlijcke, schoone, triumphelijcke
incompst, Antwerp: Pieter Coecke van Aelst, 1550. City stage inside
the Keyserspoorte, at the S. Joris kerckhof. Los Angeles, Special
Collections, Getty Research Institute.

in the church, the crafts and guilds leading the way.
The route taken by this processie van der stadt shares
much with that of the royal entry. Both begin at the
St. George’s Church, and visit along their routes the
St. Janspoorte, the Hoochstrate, the Melckmerct, the
Meirpoorte, and the Stadhuis.

The locus of the St. George’s Gate and St. George’s
Church was especially imbued with multiple layers of
association in this Joyous Entry. Not only did this
location have particular resonance, through the asso-
ciation with the St. George’s milita, but this is where
the city erected a stage and tableau to welcome Philip
within her walls in the guise of her beloved (fig. 6).”
This is where civic identity and imperial identity are
juxtaposed, where Antwerp’s religious and secular
communities converge for an annual ritual of shared
allegiances, where Antwerp’s customary privileges
and her fealty to her overlords were both celebrated.

In the course of this article, we have considered
three types of procession held in Antwerp, those of



the landjuweel, the Blijde Incompst, and the ommegangen.
As we have seen, all of them have certain structural
features in common, including a clear hierarchy that
places the most significant figure—be it person, statue,
or a metonymic trace of a holy person in the form of
relic or host—in the final position. All of them utilize
costly ceremonial garb and accoutrements to signal the
importance of the event, to raise it above the quotidian.
All of them occur within the fabric of the city, where
such sites as gates, walls, markets, churches, streets,
and so forth acquire significance and associations
through both daily use and extraordinary events. As
each procession moves through municipal spaces and
past landmarks of one form or another, an interaction
takes place between dynamic and static, allowing the
two to interpenetrate one another.

I have suggested along the way that one or another
of these borrows qualities from the others. The Brussels
procession in the landjuweel takes over the pomp and
circumstance of a royal entry; the royal entry employs
familiarity with religious processions to reinforce the
Christological nature of the entering sovereign; the
ommegangen use the time-honored hierarchical sequence
of participants to reiterate social order and the place of
the divine within it. These borrowings, these resonances,
these commonalities are intrinsic to the function of
the events. We can think of the audiences for them—
multiple both in the sense of the different events, but also
in the range of participants within them individually—
not merely gaining passive access to their messages
by virtue of the skills of viewing that they mutually
inculcate, but also thereby becoming active participants
in the construction of meaning. It is the audiences’ abil-
ities to read the forms and structures of one event
into another that allows the process of significa-
tion, or perhaps better the efficacy of ritual, to
take place. Only by understanding the place of a
particular event, such as Philip’s Blijde Incompst,
within the broad range of festive and ritual behavior,
can we begin to unravel the viewer’s experience.
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This essay is a continuation of the study begun in my “Ritual and
Civic Identity in Philip II's 1549 Antwerp Blijde Incompst,” Hof-. Staats- en
stadsceremonies, Nederlands Kunsthistorisch Jaarboek, 49 (1998), 37-67.
My thanks to Bart Ramakers for illuminating discussions about religious
processions in the period, and to Emily Peters for her help in the
writing process.
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Proverbial Reframing—Rebuking and Revering

Women in Trousers

Martha Moffitt Peacock

During the late sixteenth and early seventeenth centuries, the
many Netherlandish representations of the ‘Battle for the
Trousers” proverb earnestly condemned female tyranny. The
images’ exaggerated misogyny directly contested another
contemporary discourse that celebrated assertive women: the
heroines of the Revolt. This significant attention devoted to
assertive and mannish females resulted in a reconstruction of
gender that increasingly accepted and even applauded pow-
erful women. Consequently, the topos soon began to lose its
moralizing urgency.

ne of the major shifts in the study of Netherlandish
Oart in recent decades has been the recognition of
the significance of popular culture to these studies and,
consequently, the influence of proverbs and aphorisms
on visual imagery. In most of these discussions, it is
assumed that once the identity of a particular proverb
is uncovered, one can surmise that the meaning and
intent of that proverb is both self-evident and constant.
Recent applications of poststructuralist theory in various
historical fields, however, increasingly demonstrate that
culture is variable and changing. In such a framework,
it must be concluded that no fixed meaning can be
ascribed to a proverb. Like all words and texts,
proverbs are influenced by the specifics of cultural
and social context. As the northern seven provinces
of the Netherlands became an independent republic
in the later sixteenth century, it is clear that the societal
discourses re-formed the culture in significant ways.
The instability and multiplicity of these discourses are
both reflected and signified in the proverbial “Battle
for the Trousers” in Netherlandish art. Particularly
enmeshed within this “Battle for the Trousers” proverb
is the discourse about gender. As this society transformed
itself, the proverb was recast, and contributed to the con-
struction of gender in contingent and conflicting ways.
While the subject of “The Battle for the Trousers”

is found in earlier fifteenth-century art, there was an
efflorescence of these depictions in the Netherlands

in the later sixteenth and early seventeenth centuries.'
The theme frequently appeared in collections of
proverbs, such as a late sixteenth-century anonymous
painting with the familiar aphorism, “Here seven
women fight over the trousers” (fig. 1).* In the far
right background, seven women cluster, fighting with
one another over a pair of man’s pants. Several years
ago, Aby Warburg pointed out that this all-female
“Battle for the Trousers” was related to the biblical
passage found in Isaiah 4:1:

And seven women shall take hold of one man
in that day, saying, We will eat our own bread,
and wear our own apparel: only let us be called
by thy name; take thou away our reproach.’

This contest for a man was due to a shortage of men in
Zion because so many of them had fallen in combat.
Isaiah also informs us, however, that Zion was led to
this destruction because of the pride of her daughters
who ruled over the people and caused them to err.
This more thorough reading of the biblical text
explains the connection made with the other type of
“Battle for the Trousers” scene: the struggle between
a man and a woman over a pair of trousers. In this
brawl a woman usurps male authority and power by
seizing the symbolic trousers.

Evidence that both types of battle were used to
moralize against domineering viragoes is found in a
proverb print of the early seventeenth century that
depicts both struggles and conflates them in the title
Representation of how seven women fight over a man’s pants
and how the woman puts on the pants and the man the skirt
(fig. 2)." The latter scene identifies the unnatural and
domineering woman as “Bad Griet,” a name often
assigned to overbearing shrews. Griet was also associated
with the proverbial woman Dulle Griet, who was so
shrewish that she even dared to enter Hell and tie the
devil to a cushion. Furthermore, her violent nature
was also vented on her husband, whom she tied to a
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Fig. 1. Anonymous, Proverbs, oil on panel. Monaco, Private Collection.

sharp-pinned hackle.” Pieter Bruegel incorporated
her into both his series of proverbs (fig. 3, lower left
corner) and his larger painting of the proverb (fig. 4).
In the last example, Griet wears armor, instead of
trousers, as a symbol of her manliness.

The seriously didactic purpose of late sixteenth-
and early seventeenth-century “Battle for the Trousers”
images is indicated in a number of ways. The first
indicator is the context of these representations.
Often they occur in overtly moralizing formats, such
as the collections of proverbs just mentioned or
“Topsy-turvy World” prints. The “Topsy-turvy World,”
or “Verkeerde Wereld,” prints illustrated a variety of
ridiculous situations in which the behavior represented
was the opposite of that which was considered “normal.”
The struggle over trousers is also used to illustrate
moralizing texts such as Adriaen van de Venne’s
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Tafereel van de Belacchende Werelt (Painting of the
Ridiculous World) of 1635. One of the text’s exemplars
of the world’s foolish behavior is a “Battle for the
Trousers” among seven women (fig. 5). Ridicule of
domineering women is reinforced by the accompanying
moralizing adage, “Let husbands wear trousers, and
wives wear aprons.”®

The second indicator of the didactic intent of this
theme is the presence of moralizing inscriptions or
fools used to censure the represented behavior. As
with many “Battle for the Trousers” images, the
shrewish wife in a 1607 Phillip Serwouters’ print after
David Vinckboons forces her husband to dress her in
his trousers (fig. 6). The wife also lifts her thumb for
her husband to kiss in deference to her power.” And
finally, the familiar placement of her hand above his
head is a reversal of the contemporary expression



BEN HYSILTOP HEZ EV EN
RN TN D W ATER HOEN LooF | LAETHET

DEVROV Di BROECKAEN TRECH 1 EN DEMAN DEN ROC

410

N ICEMOET MY CEOMMEN5OVICK DB,
DEWERELT CONMEN.

Fig. 2. Published by van der Hagen, AFBEELDING HOE SEVEN WYVEN VECHTEN OM EEN MANS BROEK ENDE HOE DE VROU DE
BROEK AEN TRECHT ENDE MAN DEN ROCK, woodcut. Amsterdam, Rijksprentenkabinet.

“Manshand boven” (or man’s hand above) referring to
the proper order of patriarchal authority." The
inscription below clearly indicates the contemporary
ethos that men were to rule and control their wives:

That husband is worthy to be mocked
Who puts the pants on his wife.’

Other evils associated with battling and domineering
women spawned a host of sub-themes in art, such as
scolding wives and pantoffelhelden, or, literally, men
beaten with their wives’ shoes.” Equally abundant
were scenes of women forcing men to perform female
tasks such as spinning, cleaning house, or feeling the
hen for eggs (the hennetaster)." Such a hen groper can
be seen in a turn-of-the-century print by Harmen
Jansz. Muller; in the background, the wife puts on
the trousers (fig. 7).

Finally, the evil nature of the violent female was
signaled by her exaggerated ferocity. In Claes van
Breen’s early seventeenth-century engraving of the
“Battle for the Trousers” after Carel van Mander, the
wife brutally grabs her husband by the hair while
trying to force him out of his trousers (fig. 8). Even more
overstated is a print depicting an army of viciously
caricatured viragoes in a 1590s print published by
Bosscher (fig. 9). To the right of the scene, a kneeling
man is forced to dress his wife in his trousers under
threat of his wife’s bullying upper hand. Other con-
temporary signs of male subjugation can be seen in
the kneeling man at the left giving his wife the kiss
of the thumb, or the women in the background who
parade the “upper hand” banner, force men to spin,
and beat them with tongs. The Dutch word “tang”
(tong) was a metaphor for a shrewish woman."
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Fig. 3. Pieter Bruegel, Netherlandish Proverbs, 1559, oil on panel. Berlin, Gemaildegalerie, Staatliche Museen.

The inscriptions further underscore the violent natures
of these battling women:

A woman either loves or hates;

she is said to have no third alternative,

Unless it is a crazed lust for domination

which causes her in her pride

to force her husband to knuckle under.

While she, wearing the pants,

holds up the battle standard, the HAND.
And further:

Where the woman has the upper hand,

and wears the trousers,

There it is that Jan the Man lives

according to the dictates of the skirt."”

The political and war-like metaphors used in these
inscriptions are conspicuous indicators of an underlying
discourse in these images. It is important to note that
the “Battle for the Trousers” theme becomes most
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popular just at the time of the greatest fear concerning
Spanish domination.

Also significant is the fact that many Dutch women
actively fought in the Revolt at this time. Female warriors
such as Kenau Simons. Hasselaer and Tiijn van
Leemput achieved immediate and prolific fame for
themselves and the women they led into battle in
various histories and prints of the era. Not all
perceptions of these heroines, however, were positive,
presenting their behavior as aggressive and “unwomanly.”
Indeed, bands of warring women who domineer over
men, whether they occur in “Battle for the Trousers”
scenes, representations of the evil Griet, or in an
image of Dutch women fighting Spaniards, such as in
an early seventeenth-century Claes Jansz. Visscher
print after David Vinckboons (fig. 10), are frequently
connected through references to shrewish, violent
women. For example, the inscription in Visscher’s
print describing the women’s violence states, “



Fig. 4. Pieter Bruegel, Dulle Griet, 1562, oil on panel. Antwerp, Mayer van den Bergh Museum.

so Griet raeck met te tange” (so Griet strike with tongs),
referring both to the symbolic tongs used in the scene
and to the proverbial tyrannizing Griet. Similar con-
nections between the female soldier and the power-
usurping woman are made in an early seventeenth-
century print of the “Topsy-turvy World” (fig. 11).
One of the most popular scenes in such moralizing
prints was that of the trading of tasks between men
and women. In this print, the third scene of the first
row bears the inscription, “Het wyf trect na de krych”
(The wife goes to war). Now the wife seizes her hus-
band’s weapons, rather than his trousers, to show that
she has taken on male roles, while he sits and spins.
The third scene of the sixth row has the inscription,
“De vrouwen bestormen thuys,” and depicts a legion of
“unnatural” women storming a castle.

In certain scenes of the “Battle for the Trousers,”
such as a print by Frans Hogenberg of the 1570s (fig.
12) or an illustration to Theodore de Bry’s Emblemata

Saecularia of 1611 (fig. 13), the depictions of war in
the background further link the violence of the
women with the revolt against Spain. Whether directed
at the Spanish enemy or at domineering women, the
message was the same: unbridled ferocity and violence
were both to be feared and controlled.

In an anonymous print from 1617, many of these
connections between the violence and tyranny of
Spain and that of warring women are made explicit
(fig. 14). Here a tear-faced man is forced to spin by
his scolding and shrewish wife, and the inscriptions
relate the misery of the man whose wife, in league
with the devil, exercises unrighteous dominion over
him. In this instance the woman is clearly identified
with Dulle Griet by the sharp-pinned hackle hanging
on the wall, reminiscent of Griet’s violence towards her
husband. This scene is linked to the tyranny of Catholic
Spain through the inclusion of a spider wearing a
bishop’s miter. With regard to this detail, the print
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has been identified as a metaphor for contemporary
religious divisions in which ultra-orthodox Counter-
Remonstrants were accusing Johan Oldenbarnevelt
and the liberal Remonstrants of being pro-Spain
papists." In addition, the spider and its web were a
well-known symbol of evil-plotting and deceitful
women, and in this case the deceit is also applied to
Catholicism by the use of the bishop’s miter. And
finally, deceit is directly related to Spain through a
pun on the Dutch “spin” or spider as a reference to
the contemporary Spanish general Spinola.” Thus,
through use of the sign of the violent and evil Griet,
who deceitfully and unnaturally usurps male power,
a paranoia about both female and Spanish domina-
tion are expressed.

In order to understand this paranoia it is important
to discuss another, more positive, discourse regarding
the female soldier. Negative perceptions of women
warriors were not so hegemonic as to exclude all other
notions. There was another powerful signification
attached to the female soldier that glorified her
memory and romanticized her heroic deeds. These
memorials of the late sixteenth and early seventeenth
centuries were found in both literature and art, and
they can also be seen as a type of “Battle for the
Trousers” in which the woman is now applauded for
her usurping of male roles. The Haarlem heroine Kenau
Simons. Hasselaer was particularly lauded, as demon-
strated in an early seventeenth-century anonymous
painting of her as a manly warrior (fig. 15). Indeed,
the inscription declares:

See here a Woman called Kenau,
Brave as a Man: Who in that time,
Gallantly fought the Spanish tyrant.
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In several prints, such as examples by Matthias Quad
(fig. 16) and Remigius Hoogenberg (fig. 17) dating
from the late sixteenth century, Hasselaer is praised
for her actions in defense of the Fatherland, pronounced
a Dutch Judith, and proclaimed a heroine whose
fame is known far and wide. Such images directly
contested the structuring of gender inherent in the
patriarchal agenda of negatively valued “Battle for the
Trousers” images.

The significance of this discourse glorifying the
female soldier continued well into the seventeenth
century. The Utrecht heroine Trijn van Leemput, for
example, is eulogized in an anonymous mid-seventeenth-
century painting (fig. 18). Leemput is shown holding
her instruments of war while her band of women
storms the Spanish fortress in the background. The
accompanying inscription declares:
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Soetje Htrijchers,
Wat al wongders laatje klincken !
Galmert, fy ! je leugens ftincken
Alte wongder gaal en vijs,
Lijck de Waarheyt doct bewijs,
FLanumert GSijfen,
Souickjocken? Ickbedriegen?
Ncen, ickfegtje, fonder licgen,
Hh Dat

Hockenig onfoct,

Men magh verficren
Om goe manieren,

Fig. 5. Adriaen van de Venne, illustration from artist’s Tafereel van
de Belacchende Werelt, 1635, engraving. Rotterdam, Atlas van Stolk.

This is Trijn Leemput’s image, who bravely did
what neither burgher nor soldier ever dared do."”

Furthermore, Johan van Beverwijck eulogizes both
Hasselaer and Leemput as well as other female soldiers
in his Winementheyt Des Vrouwelicken Geslachts (Of the
Excellence of the Female Sex) of 1639. The women of
Alkmaar were particularly praised for their bravery in
aiding the fight." By the time Petrus van Gelre writes
his Vrouwen-Lof Aen Me Juffrouw (Praise of Women) in
1646, he not only praises Hasselaer and Leemput,
but he also asserts that gallant soldiering has been the
nature of women for so long in the Netherlands that
it no longer seems unnatural.” Such opinions directly
contradicted normative concepts of women’s roles and
must have profoundly influenced public perceptions
of women’s character and capabilities. By usurping
the visual tradition of the male warrior, images of
heroines posed a challenge to a strict binary system of
gender roles and thus significantly affected this newly
independent society’s future structuring of these roles.
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Fig. 6. Pieter Serwouters, after David Vinckboons, Battle for the Trousers, 1607, engraving. Amsterdam, Rijksprentenkabinet, H.

Ironically, the negative imaging of domineering
females may also have had this effect to a certain
degree. In discussing situations of the upside-down
world in early modern society, Natalie
Zemon Davis has suggested that such
practices may well have been power
engendering. She asserts that
demonstrations of undermining
hierarchy, whether in social
rites or in contemporary
literature and drama, would
have provided examples for
the public of possibilities for
This
would have been particularly

rebellion.” situation
possible in the Dutch Republic
for several reasons. First, women
were already coming from a more
powerful position due to their cel-
ebrated heroism during the Revolt.
Their deeds were equated with those of
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men and were praised in the same manner. Second,
the Dutch Republic was a society that was redefining
itself in a number of ways due to its new independence.
As is evidenced by the discourses, both

positive and negative, surrounding the
powerful female, the meaning of
woman had already been altered
during the latter half of the
sixteenth century and it contin-
ued to be a subject of public
discussion in the seventeenth
century. As was so often
expressed, woman was now
seen as capable of manly
deeds and as adopting male
characteristics once thought
impossible for the female sex.
Woman, therefore, was no longer

Fig. 7. Harmen Jansz. Muller, Hennetaster,
engraving. Amsterdam, Rijksprentenkabinet, H. 125.
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seen as the polar opposite of man and in this way
could, by some men, also be seen as more praiseworthy.

Returning to the images that criticize women for
this manliness, it is significant that they all treat this
female power as if it is inevitable, despite the inscrip-
tions that warn men to be on their guard. The
women are always depicted in control; it is they who
will win the battle. The men never pose any threat to
these powerful viragoes and there is never any physical
punishment meted out on these women for their
unnatural behavior. This is quite different from the
German tradition, as discussed by Keith Moxey, in
which the shrewish wife is sometimes soundly beaten
into submission.*’ Nothing approaching this nearly
homicidal violence towards women is witnessed in
Netherlandish images. Instead, what is constantly
brought before the public eye is a view of women
exercising power over men, thus certainly giving rise
at some level to a notion of the existence of actual
female power.

The meaningful discussion of the female character
contributed to a new sense of woman as possessing a
more authoritative presence in Dutch society.
Furthermore, the significant public visibility of con-
temporary women was new in European art and is
not present in other early modern societies. The
importance of this discourse about women and their
roles is attested to not only by visual imagery, but also
by the literature of the Dutch Republic.” Interestingly,
this public discussion about women does not decrease
during the seventeenth century. It does, however,
significantly alter during the second half of the century
as the prominence and power of wome<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>