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Abstract 

 

Bernard Van Orley’s Tapestry Designs for  
The Story of Romulus and Remus, 1524 

 

Catherine Victoria Cordeiro, M.A. 

The University of Texas at Austin, 2013 

 

Supervisor:  Jeffrey Chipps Smith 

 
Bernard Van Orley’s 1524 preparatory drawings for tapestries depicting The Story 

of Romulus and Remus have, until now, been largely ignored by art historical scholarship. 

The only signed and dated drawings in the artist’s oeuvre, they serve as a valuable tool 

for establishing a system of attribution for Van Orley’s work, particularly in tapestry. 

Van Orley was the leading tapestry designer in Brussels during the first few decades of 

the sixteenth century. He was the official court painter to Margaret of Austria and 

enjoyed a continuous stream of high-end commissions, which he used to experiment with 

new techniques in representation and compositional arrangement. Van Orley’s career 

thus exemplifies the significant changes in Flemish tapestry production that occurred 

during this time.  

This study examines all aspects of the drawings’ creation from their commission 

to their possible application in the weaving process. There is no surviving documentation 

regarding the commission for the project. A tentative case is made here for Margaret of 
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Austria as the patron, working on behalf of her nephew, Charles V. The choice of subject 

and narrative treatment are considered in the context of the rising popularity of classical 

themes during the Renaissance. Stylistically, the drawings represent the moment of 

convergence of artistic influences on Van Orley from his contemporaries in both Italy 

and the North. From its origins through the late fifteenth century, tapestry was intended 

as a two-dimensional decorative wall hanging. Van Orley’s development of a distinct 

Brussels style blurred the distinctions between the viewer’s space and the narrative 

image. This new concept extended both the width and depth of space in tapestry and lent 

itself well to dramatic historiated designs that rivaled developments in contemporary 

painting. The drawings represent a definitive design stage within the complicated, multi-

step collaborative process of Brussels tapestry production. The fact that they survive in 

such good condition is evidence of their importance as possible workshop models and 

later on as collectible works of art. 
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Introduction 

This study is the first to deeply examine a group of four preparatory drawings 

depicting The Story of Romulus and Remus for tapestries of the same theme (hereafter 

referred to as the Munich drawings) by Brussels artist, Bernard Van Orley (Figs 1-4). The 

pen and ink with watercolor drawings, which are now in the Staatliche Graphische 

Sammlungen in Munich, are the only drawings in Van Orley’s oeuvre that are dated 

(1524) and monogrammed “BvO.” They can serve as the foundation upon which all 

attributions to the artist in the medium can be based. I shall emphasize the Munich 

drawings’ importance as the earliest surviving tapestry designs by the artist and 

contextualize their creation, both within his oeuvre and within the evolving trends in 

Flemish tapestry production that occurred during the early sixteenth century. 

The first chapter of this study provides an in-depth description of each of the four 

drawings and discusses possible iconographic, textual and artistic sources. As with much 

of Van Orley’s work, direct links can be drawn between his designs and those of his 

Italian and Northern contemporaries. In some cases, we can even discern Van Orley’s 

direct borrowings of motifs and figures.  

Chapter Two suggests a possible patron or patrons for the series. In 1518, Van 

Orley was appointed the official court painter to Margaret of Austria (1500-1515 and 

1519-1530) and two years later, her nephew, Charles V (1517-1555), was crowned Holy 

Roman Emperor. Extant inventories and records indicate that both were avid supporters 

and patrons of the arts, particularly textiles. Conceivably, these drawings may have been 

presented to one of the Habsburgs either for their consideration or in conjunction with a 
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commissioned project.  The story of the foundation of the Roman Empire by the young 

Romulus would have appealed to Charles as an antique precedent for the power of a 

Christian king. 

The third chapter argues that Van Orley’s oeuvre can serve as a useful paradigm 

for important stylistic developments that came about during the first third of the sixteenth 

century. Van Orley’s career represents the development of a true Brussels style, which 

blended aspects of contemporary Netherlandish art with Raphael’s novel concept of the 

tapestry as a monumental woven fresco. In doing so, Van Orley was among the first to 

conceive of the tapestry as a three-dimensional extension of the viewer’s space, 

manipulating the confines of the picture surface. 

The fourth chapter examines the unique conditions under which Brussels emerged 

as the European epicenter for tapestry production during the early sixteenth century and 

evaluates the market for tapestry at the time of the drawings’ creation. A close 

relationship with Antwerp bankers and merchants was vital to the success of the tapestry 

industry in Brussels, as they provided the necessary capital and rare, expensive materials 

required by tapestry production. The production of a Renaissance tapestry was a 

collaborative endeavor involving the designer, the cartonnier, and the weaver with his 

assistants. The clarification of these roles is necessary to determine the scope of Van 

Orley’s important role as a painter-designer and the extent of his control over the final 

product. The steps in Van Orley’s working process are discussed, as is the place of the 

Munich drawings within the sequence of design and manufacturing stages of a tapestry. 
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VAN ORLEY AND HIS TAPESTRY DESIGNS IN SCHOLARSHIP  
While previous scholars have delved into thorough investigations of several of 

Van Orley’s other tapestry cycles, namely Los Honores (c. 1520-1525), the Battle of 

Pavia (c. 1528-1531) and the Hunts of Maximilian (c. 1531-1533), the Munich drawings 

have been to a great extent overlooked. This omission is likely due to the fact that any 

subsequent cartoons and tapestries directly related to the designs do not exist today. Still, 

the drawings mark a pivotal moment in the history of European tapestry design and are 

invaluable resources for contemporary scholarship, revealing much about the artist’s 

practice and the industry as a whole. 

Every survey of the history of tapestry includes at least a short discussion of Van 

Orley’s designs but these excerpts have been limited to a general aesthetic appreciation of 

the works, a summary analysis of the subject matter or theme and attempts at proper 

attribution.  In her 1982 dissertation, “Bernard Van Orley as Tapestry Designer,” Maryan 

Ainsworth contextualized Van Orley’s designs within the broader scope of Flemish 

tapestry.1 Ainsworth’s work was particularly constructive in its clarification of lingering 

questions of attribution and meticulous chronological approach to classifying evolving 

stylistic trends in Van Orley’s tapestry designs. Questions about workshop procedure are 

currently of great interest to scholars of the Early Modern period. Thomas P. Campbell, 

Guy Delmarcel and John David Farmer have made efforts to determine the details of the 

                                                
1 Maryan Ainsworth, “Bernart Van Orley as a Designer of Tapestry” (PhD diss., Yale University, 1982). 
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collaborative and interpersonal exchanges of the tapestry industry, the latter focusing on 

the size and character of Van Orley’s workshop.2 

Though Van Orley was undoubtedly the most influential artist in Brussels during 

the first few decades of the sixteenth century, little is known about his life and career. 

The famed Northern artistic biographer, Karel Van Mander, mentions “Bernhard Van 

Brussel” in just a few sentences in Het Schilderboek of 1604, lauding the artist’s mastery 

of painting as well as tapestry and stained glass design. Interestingly, Van Mander also 

adds that Van Orley was “especially talented and sure-handed, and very well paid for his 

services.”3 In Le Vite, Giorgio Vasari lists Van Orley in a group denoted simply as “other 

famous painters of the same country [the Netherlands].”4 Alphonse Wauters authored a 

short biography of the artist in 1892.5 Although useful, it is plagued by inadequate plates, 

obvious misattributions, and a lack of documentation behind the historical material. This 

foundational work was supplemented by Max J. Friedländer’s more thorough publication 

of 1930 (translated into English in 1976), which includes a comprehensive list of Van 

Orley’s paintings.6 John David Farmer’s 1981 dissertation catalogues the complete 

                                                
2 Thomas P. Campbell, Tapestry in the Renaissance: Art and Magnificence (Yale University Press: New 
Haven, 2002).; Guy Delmarcel, “Lissiers et cartonniers de Bruxelles vers 1500,” in Âge d’or bruxellois: 
Tapisseries de la couronne d’Espagne, ex. cat., Cathédrale des saints Michel et Gudule, Brussels (Brussels: 
Ante Post a.s.b.l., 2000), 102.; J. David Farmer, “How One Workshop Worked: Bernard van Orley’s 
Atelier in Early Sixteenth-Century Brussels,” in A Tribute to Robert A. Koch: Studies in Northern 
Renaissance (Princeton: Princeton University Press, 1994). 
3 Karel Van Mander, The Lives of the Illustrious Netherlandish and German Painters, ed. Hessel Miedema, 
trans. Derry Cook-Radmore (Doornspijk: Davaco, 1995), 324. 
4 Giorgio Vasari, Lives of the Most Eminent Painters, Sculptors and Architects, trans. Gaston du C. de Vere 
(London: MacMillan & Co., 1912). 
5 Alphonse Wauters, Bernard Van Orley. Paris: Librairie de l’Art, 1892. 
6 Max J. Friedländer, Jan Gossaert and Bernart van Orley, vol. 8 of Early Netherlandish Painting, trans. 
Heinz Norden (Leiden: A.W. Sijthoff, 1972). 
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painted and drawn works of Van Orley—to date the closest to an adequate modern 

monograph of the artist and also the most reliable source for biographical information.7 

THE LIFE OF VAN ORLEY 
Bernard Van Orley was born around 1487 or 1488, the eldest son of the 

Luxembourgian painter Valentin Van Orley and his first wife, Jeanne ‘sMolders.8 In 1513 

Valentin registered with the Antwerp St. Luke’s Guild as a vrijmeester with a pupil; 

additional pupils are recorded in 1516 and 1517. As was tradition during the Renaissance, 

it is likely that Bernard Van Orley was trained by his father. 

Van Orley began his independent career in Brussels as early as 1512 and in the 

following year received a commission for the Sts. Thomas and Matthias Triptych (now in 

Brussels and Vienna). 9 Even at this early stage in his career we see a prominent, even 

ostentatious, monogram on his works, suggesting his talent and success in the art world. 

By 1515 Van Orley had received commissions for dynastic portraits from the regent of 

the Netherlands, Margaret of Austria, and on 23 May 1518 he was made her official court 

painter.10 Even after Margaret’s death in 1530, Van Orley remained working in an 

official capacity for her successor, Mary of Hungary.11  

During the early 1520s Van Orley executed a large number of portraits and 

altarpieces but there are few documented paintings attributed to him after 1525. At this 

                                                
7 John David Farmer, “Bernard Van Orley of Brussels” (PhD diss., Princeton University, 1981). 
8 W.H. James Weale, “Note on the Life of Bernard Van Orley,” The Burlington Magazine for Connoisseurs 
2 (July 1903): 205. 
9 Farmer, “How One Workshop Worked: Bernard van Orley’s Atelier in Early Sixteenth-Century 
Brussels,” 23. 
10 Phyllis Ackerman, “Bernard Van Orley as Tapestry Designer,” Art in America 13 (1925): 38. 
11 Van Mander, The Lives of the Illustrious Netherlandish and German Painters, 325. 



 6 

point, he began to focus almost exclusively on designs for tapestry and to a lesser extent 

for stained glass.12 This change in media can be explained by Brussels’ superior 

reputation for luxury textiles and by Van Orley’s personal association with members of 

the city’s vast community of weavers and cartonniers. The artist belonged to the 

Brotherhood of St. Sebastian at the church of St. Gery in Brussels, a group more than half 

comprised of legwerkers (weavers). For six months, between May and September 1527, 

the inquisitor Nicolas Copin interrogated Van Orley along with members of his family 

and close friends in the Brotherhood. They were accused of clandestine meetings, given 

by the Protestant preacher Claes van der Elst in the painter’s home.  

Among those interrogated were Valentin and his wife; Bernard and his first wife 

Agnes Seghers; Jacques Tseraerts; Bernard’s younger brother Evrard Van Orley, who 

admitted that he had heard four sermons in Bernard’s house; the painter Jan van 

Coninxloo and his wife Lysbeth; Philip de Mol; the painter Jan Tons and his son 

Henneken; the glass painter Nicolas Rombouts; the official court tapestry weaver Pieter 

de Pannemaker; and Chrétien der Moyen, hautlisseur (high loom worker). The latter was 

questioned at length and claimed that he had only visited the Van Orley home in order to 

view certain designs for tapestry. That der Moyen’s testimony went unchallenged 

suggests that it was probably common practice for weavers to visit Van Orley’s home to 

discuss projects, view new designs, or acquire certain ones for weaving.13 The resulting 

punishment was evidently no heavier than some enforced attendance at church. Despite 

                                                
12 Farmer, “How One Workshop Worked: Bernard van Orley’s Atelier in Early Sixteenth-Century 
Brussels,” 23. 
13 Ainsworth, “Bernart Van Orley as a Designer of Tapestry,” 25-27. 
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the turbulent religious situation during that time, Margaret of Austria was a relatively 

tolerant regent and may have also made a special exception in the case of the accusation 

of her official court painter and tapestry weaver.14 

Regrettably, only two surviving documents specify Van Orley’s involvement in 

tapestry transactions. The first bears his signature as a witness to a contract of 1 

September 1520, when Margaret of Austria ordered tapestries of the Passion from the 

weaver, Pieter de Pannemaker.15 The second mentions a series “de las Muertas,” for 

which he was employed in 1539 to design small cartoons for the funerary chapel of 

Mencía de Mendoza at the convent of the Dominicans in Valencia. All traces of the latter 

project are now lost.16  

Van Orley died in Brussels 6 January 1541. According to the Secretary of the City 

of Brussels, Jean Baptiste Houwaert, he was buried in the church of St. Gery, “onder een 

blauwen steen jn eene capelle van s. guericx gen [aempt] het ververs choorke.”17 

Houwaert also transcribes the inscription of the tombstone as follows: 

hier light begraven mr bernart van orley 
schilder vre margriete hertoginne van 
oisternrijck en marie coninginne 
van hongaryen die sterft XV. cXLI den 6 
january en jouffre agnete zegers 
syne huysvre a XVc .XXXIX den 13 Sept. 
 

The many extant epitaphs, which present drawings and reproductions of the inscription 

on his tombstone, evidence Van Orley’s prominence as the foremost artist of his time in 
                                                
14 Farmer, “Bernard Van Orley of Brussels,” 23-24. 
15 Ainsworth, “Bernart Van Orley as a Designer of Tapestry,” 24. 
16 Farmer, “Bernard Van Orley of Brussels,” 26. 
17 Le Maire, O. “Renseignements nouveaux sur Bernard van Orley et sa famille,” in Bernard Van Orley 
(1488-1541), ed. Charles Dessart (Brussels: Société Royale D’Archéologie de Bruxelles, 1943), 178. 
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Brussels. These typically take the form of single-page entries in historical manuscripts, 

city documents and even early art history books. Le Maire lists six examples dating from 

the time of Van Orley’s death to the last decades of the eighteenth century.18  

Van Orley was married twice and it is likely that some of his children were also 

artists. We know their names from a legal entry relating to the sale of land at 

Wolverthem. In the same order as appears in the original records are listed: the children 

of Agnes Seghers—Johanna, Anna, Machiele, Janne, Berbele, Bernaert and Jeronimus; 

and the children of Katherine Hellincx—Laurenty and Gielis.19 Jeronimus is listed in a 

sale as the buyer of his father’s stained-glass cartoons for the windows of the church of 

St. Gudule in Brussels. It is thus confirmed that he was an artist, though Wurzbach states 

categorically that all of Van Orley’s sons were painters. If there were ever any works by 

them, they are either unattributed or lost. 

 

 
 

                                                
18 Le Maire, “Renseignements nouveaux sur Bernard van Orley et sa famille,” 179-180. 
19 Farmer, “Bernard Van Orley of Brussels,” 35. 
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Chapter 1, The Munich Drawings 

The Staatliche Graphische Sammlung in Munich has in its vast collection of 

Renaissance works on paper a series of four pen and ink and watercolor drawings 

measuring about thirty-five by fifty-five centimeters each (Figs. 1-4). The drawings are 

important to the history of art as the earliest signed and monogrammed tapestry designs 

by the noted Flemish artist, Bernard Van Orley. The dimensions and color indications of 

the drawings, combined with the fact that Van Orley had focused almost entirely on 

tapestry design by 1520, suggests that they were intended as presentation pieces. A 

prominent plaque or tavoletto appears in each drawing bearing the artist’s monogram and 

the date, 1524. The monogram, in this setting, would have reminded the patron of the 

artist’s identity for the commission but would most likely not have been woven into the 

finished tapestry.20 As was traditional, Van Orley’s role in tapestry design remained 

anonymous while he consistently signed his painted works—sometimes more than once.  

TEXTUAL AND VISUAL SOURCES  
The highly-finished drawings depicting scenes from The Story of Romulus and 

Remus are based primarily on the fourth through ninth chapters of the first book of Livy’s 

Ab urba condita.21 However, other versions of the story, such as Plutarch’s The Life of 

Romulus and more recent medieval versions of the history of the founding of Rome, 

                                                
20 Jan-Karel Steppe, “Inscriptions décoratives contenant des signatures et des mentions du lieu d’origine 
sur les tapisseries bruxeloises de la fin du XVe et du début du XVIe siècle,” in Tapisseries bruxelloises de 
la pré-Renaissance, ex. cat., Musées Royaux d’Art et d’Histoire Bruxelles, Brussels (Antwerp: Fonds 
Mercator, 1976), 196. 
21 Livy, The Early History of Rome, Books I-V of The History of Rome from its Foundations, trans. Aubrey 
de Sélincourt (London: Penguin Books, 1960), 35. 
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which could be found in manuscripts at the court of Burgundy, existed during the 

Renaissance and may have influenced the iconography.22 This is evidently an incomplete 

set, as many of the important scenes in the story such as the birth of Romulus and Remus 

and the she-wolf suckling the infant twins are lacking. Ainsworth hypothesizes that as 

many as four scenes are missing from the group of drawings, putting the total number of 

proposed tapestries at around eight, an average number for that time.23 

Van Orley consults a range of visual sources for the Munich drawings. The most 

prevalent of these is certainly Raphael’s cartoons for the Acts of the Apostles, which were 

woven in Brussels between 1517 and 1519, just a few years before the creation of the 

Munich drawings (Figs. 5-11). The artist, however, did not completely abandon his 

Northern roots. Despite the heavy Italianate influence in these drawings, Van Orley 

continues to draw from the work of contemporary German and Netherlandish artists such 

as Albrecht Dürer, Jan Gossaert and Lucas Van Leyden. 

ROMULUS AND REMUS DRIVE AWAY THE THIEVES AND DIVIDE THE BOOTY 
 The first drawing in the series picks up Livy’s story at a moment when the twins, 

Romulus and Remus, are already adolescents (Fig. 1). Raised by the shepherd, Faustulus 

and his wife, Larentia, the boys grew into strong young men who  

. . . employed themselves actively on the farm and with the flocks and 
began to go hunting in the woods; their strength grew with their 
resolution, until not content only with the chase they took to attacking 

                                                
22 Guy Delmarcel, Golden Weavings: Flemish Tapestries of the Spanish Crown, trans. by Lieve De Bille, 
Tony Raw and Glenn van Looy, ex. cat., Royal Manufacturers of Tapestry Gaspard de Wit, Malines, 
Bayerisches Nationalmuseum, Munich and Stichting de Nieuwe Kerk and the Rijksmuseum, Amsterdam, 
1993 (Malines: The Gaspard De Wit Foundation, 1993), 64. 
23 Ainsworth, “Bernart Van Orley as a Designer of Tapestry,” 159. 
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robbers and sharing their stolen goods with their friends and the 
shepherds.24 
 

Van Orley’s is a direct interpretation of this scene. In the foreground, Romulus and 

Remus, armed with a sword and a spear, lunge forward to banish the horrified thieves. 

Romulus struggles with a thief over a bag closest to us. To the right, the twins and their 

friends are seated around a low rustic table dividing the spoils. Above them a makeshift 

thatch roof is held aloft by two trees. There are two background scenes. At right, just 

above the man leaning over the table, Romulus and Remus hunt a stag. Opposite, they 

and their allies battle the thieves at the base of a brilliant green hill. At the top of the hill 

the victors gather around an altar to make a sacrifice to their gods. This last detail, not 

mentioned by Livy, is either Van Orley’s own invention or originates from another 

source. The scene is littered with animals including many dogs and sheep, which add to 

the chaotic feeling and remind us of their profession as shepherds. Van Orley delineates 

the various episodes in the narrative with cunningly placed trees and shrubbery and by 

decreasing the scale of the figures from the foreground to the back. 

 There are two notable differences between this drawing and the other three in the 

Munich group. The first is a greater emphasis on active movement, which is highlighted 

by slightly looser brushwork and more saturated coloring. Additionally, in comparison to 

the other three Munich drawings, the monogram here is strikingly obscure. In the other 

drawings it is impossible to overlook, but here the lettering is faintly executed and is 

hidden in the grass at the bottom right corner of the drawing, next to the open chest.  

                                                
24 Livy, The Early History of Rome, Books I-V of The History of Rome from its Foundations, 35. 
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ROMULUS AND REMUS BRINGING THE HEAD OF AMULIUS TO NUMITOR 
 In the foreground of the second drawing, the twins, accompanied by Faustulus, 

present their grandfather, Numitor, with the head of Amulius, their grand-uncle and his 

brother (Fig. 2). Livy only tensely describes this event by stating, “the king was surprised 

and killed.”25 Thus, the imagery of the beheading and the presentation to Numitor must 

have come from some other source. To the right, Numitor, now crowned and 

accompanied by Romulus and Remus, gestures to the people of Alba Longa (the state of 

the defeated Amulius) from a raised porch. They respond by raising their hands to him, 

signifying their acceptance of him as their new and rightful king. 

The scene takes place in an ostentatious Italianate portico, which is embellished 

with a host of meticulously-rendered decorative moldings and grotesque patterns. Van 

Orley utilizes the sharp angles in the architecture to divide the space and make a clear 

distinction between the action in the foreground and the background. Two arches divide 

the background at left. Under the first, the activity is unclear but according to Holm 

Bevers, Numitor blesses Faustulus and Romulus, who kneel before him.26 Under the 

second arch, in the far distance, a battle ensues. Smoke billows from a large fortress-like 

building, probably Amulius’s palace, the site of his defeat by the twins.  

 In this drawing Van Orley directly quotes various motifs from Raphael’s cartoons 

for the Acts of the Apostles cycle. The pose and gesture of Numitor in the center, with one 

arm bent and the other outstretched, mirror those of Raphael’s central figure in The Death 

                                                
25 Livy, The Early History of Rome, Books I-V of The History of Rome from its Foundations, 35. 
26 Holm Bevers, Niederländische Zeichnungen des 16. Jahrhunderts in der Staatlichen Graphischen 
Sammlung München. ex. cat. Staatliche Graphische Sammlung, Munich (Munich: Saatz und Druck, 1989), 
64. 
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of Ananias (Fig. 8). Furthermore, the use of a triangular composition is consistent in both. 

The profile of the man who leans on the pilaster to the right in Van Orley’s drawing 

recalls that of St. Peter in Christ’s Charge to Peter (Fig. 6). There are also vague 

similarities in the facial characteristics of Numitor and two other figures in Van Orley’s 

drawing with Christ in the above Raphael cartoon.27 

 Van Orley also references figures and themes from Dürer’s woodcuts. The scene 

that unfolds in the porch on the right side of Van Orley’s drawing is a general 

interpretation of Dürer’s Ecce Homo from the Small Passion series of 1511 (Fig. 12). 

Van Orley’s arrangement of figures and their gestures are loosely based on Dürer’s 

model, as is Numitor’s placement (like Christ’s) in a raised porch. A second example of 

Dürer’s influence is evident in the pose and likeness of the bald, heavyset man to the far 

right in Van Orley’s drawing. He stands in profile, raising his hand in a similar manner to 

the central figure in Dürer’s Ecce Homo from the Large Passion series of 1498 (Fig. 13). 

 Van Orley’s architecture is highly detailed, while the figures and background 

scenes are more spontaneous. The drawing is fully worked-out, but certain clues remind 

us that it would have functioned as a draft for the final piece. For example, Van Orley 

finished the right edge of the front-most pilaster before adding the man in the yellow 

cloak who leans around it. Pen and ink is a permanent medium. Thus, the artist had no 

choice but to draw directly over his mistake. A similar overlap occurs with the addition of 

the cloth draped over the low wall in the scene to the right.  

                                                
27 Fiamminghi a Roma, 1508-1608: Artistes des Pays-Bas et de la Principauté de Liège à Rome à la 
Renaissance, ex. cat., Palais des Beaux-Arts, Brussels and Palazzo delle Exposizioni, Rome (Ghent: 
Snoeck-Ducaju & Zoon, 1995), 272. 



 14 

ROMULUS PROCLAIMING THE LAWS OF THE ROMAN PEOPLE 
 The third drawing in the group is Romulus Proclaiming the Laws of the Roman 

People (Fig. 3). The nearly symmetrical arrangement of the foreground forms a triangle 

with Romulus enthroned at its apex. Van Orley’s perspective creates depth, alluding to a 

continuance of the viewer’s space. Romulus holds a sword, representing his temporal 

power and presents the constitution to the Roman people, personified by a group of men 

engaged in a conversation of their own. A man in a gold hat offers a book to a group of 

anxious soldiers, who are clad in antique armor. A second group of onlookers to the left 

includes an elegantly dressed older bearded man in purple who gestures to a young boy 

with an outstretched hand, perhaps explaining the events that are occurring. Closest to the 

viewer, a soldier and a judge kneel down to receive the king’s laws. Their cast shadows 

and dynamic poses direct the eye toward Romulus, the focal point of the composition.  

Classical architecture plays a key role in all of the drawings but the influence of 

Italian Renaissance and antique forms is felt strongest here. The central scene takes place 

under a canopy surrounded by four columns. Konrad Renger suggests that the canopy 

may be derived from illustrations of the same theme that were printed in Strasbourg and 

Mainz at the beginning of the sixteenth century.28 Van Orley takes care to detail each of 

the individual elements of classical architecture but combines them in fantastical 

composites that did not exist in antiquity—a mistake commonly made by Northern 

European artists of his time. The columns, for example, feature smooth Doric shafts atop 

double squared abaci, which rest on elaborately foliated capitals. Though he never 
                                                
28 Konrad Renger, “Romulus erlaßt Gesetze,” in Zeichnungen aus der Sammlung des Kurfürsten Carl 
Theodor: Ausstellung zum 225jährigen Bestehen der Staatlichen Graphischen Sammlung München 
(Munich: Satz, 1983-1984), 60. 
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travelled to Rome, the artist could rely on an abundance of source material for 

architectural details and monuments. These were available in the form of prints and 

drawings by Italians and Northerners such as Jean de Gourmont, Marcantonio Raimondi 

and Albrecht Dürer.29 

 As in the previous drawing, there is a heavy reliance on Raphael’s cartoons for 

the Acts of the Apostles in this one. To the right, a man in purple leans out of a rotunda 

resembling the Colosseum. This rounded building and the triumphal arch behind it 

probably derive from the buildings along the right side of Raphael’s cartoon for The 

Sacrifice at Lystra (Fig. 10). Other possible borrowings from Raphael’s cartoons include 

the arrangement of the various groups of figures as in The Death of Ananias and the 

triangular composition and throne motif from The Conversion of the Proconsul (Figs. 8 

and 9).30 

The climax of Livy’s Ab urba condita unfolds in the background of the drawing. 

The Roman historian describes the scene as such: 

Romulus and Remus, after the control of Alba had passed to Numitor in 
the way I have described, were suddenly seized by an urge to found a new 
settlement on the spot where they had been left to drown as infants and 
had been subsequently brought up . . . A disgraceful quarrel arose from a 
matter in itself trivial. As the brothers were twins and all question of 
seniority was thereby precluded, they determined to ask the tutelary gods 
of the countryside to declare by augury which of them should govern the 
new town once it was founded, and give his name to it. For this purpose 
Romulus took the Palatine hill and Remus the Aventine as their respective 
stations from which to observe the auspices. Remus, the story goes on, was 
the first to receive a sign—six vultures; and no sooner was this known to 

                                                
29 Janet S. Byrne, Renaissance Ornament Prints and Drawings (New York: The Metropolitan Museum of 
Art, 1981), 39 and 137. 
30 Wolfgang Wegner, Die Niederländischen Handzeichnungen des 15.-18. Jahrhunderts (Berlin: Gebr. 
Mann Verlag, 1973), 24-25. 
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the people than double the number of birds appeared to Romulus. The 
followers of each promptly saluted their master as king, one side basing 
its claim upon priority, the other upon number. Angry words ensued, 
followed all too soon by blows, and in the course of the affray Remus was 
killed.31 
 

Livy then describes the ritual sacrifices that Romulus, as sole ruler, made to consecrate 

his new city, Rome. Van Orley visualizes these in the top left corner and just beneath the 

central canopy. We assume that the battle scene in the middle ground represents the battle 

between the twins. However, a curious annotation reads “sabinen,” referring to The Rape 

of the Sabines, which is depicted in the fourth and final drawing in the group.32 While the 

foreground shows a clear assimilation of Raphael’s influence in architectural elements, as 

well as the amplified gestures and size of the figures, the emphasis on landscape in the 

background recalls Northern models, such as the paintings of Joachim Patinir. 

THE SABINE HERSILIA IMPLORING ROMULUS FOR HIS MERCY 
 Most likely, one or more of the missing drawings, illustrating major episodes in 

the narrative, fell between this final drawing and the previous one. Among these episodes 

would be the conquering of the neighboring settlements of Caenina, Crustumium and 

Antemnae. 

In the foreground, the Sabine Hersilia kneels before Romulus, gazing up at him 

with arms folded across her chest. Romulus, in turn, gestures to her with an open hand 

(Fig. 4). An entourage accompanies each central figure; Hersilia is followed by seven 

maidens, Romulus by six armed soldiers. A dramatic contrast is felt between the soft, rich 

                                                
31 Livy, The Early History of Rome, Books I-V of The History of Rome from its Foundations, 36-37. 
32 Bevers, Niederländische Zeichnungen des 16. Jahrhunderts in der Staatlichen Graphischen Sammlung 
München, 64. 
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drapery of the ladies’ gowns, which falls around them in heavy folds and the delicate 

scrollwork and detailing of the men’s closely-fitting armor.  

In the background, to the right, Van Orley visualizes the battle at the Palatine 

Castle, which bears a faint resemblance to the Castel Sant’Angelo in Rome. Invading 

troops, who use ladders to climb over the wall, infiltrate the city. Sharp, diagonal lines 

radiate from the upper-right corner. It is unclear whether these lines are pentimenti, 

visible through the rushing figures above them, or are meant to denote arrows or spears 

raining down from the ramparts of the castle above. In the latter case, the employment of 

gold or silver thread in the finished tapestry would have made this effect particularly 

dazzling. In the upper left corner, Titus Tatius, king of the Sabines, accompanied by the 

fathers of the women, pleads for peace.33  

There is a noticeable dearth of direct borrowings from Raphael in this drawing. 

Instead, the influence of Netherlandish painting is stronger felt here than in the other 

drawings. Most obvious is the difference in composition, which is much more crowded in 

this drawing. The rich natural surroundings and the high horizon, based on the tradition 

of Patinir, delineate the multiple episodes in the narrative and unite the composition. In 

keeping with Netherlandish aesthetic tradition, Van Orley bestows a sense of reality to 

the moment through the use of caricaturized facial expressions. The long, oval faces of 

the women and their downcast eyes evoke an empathetic response from the viewer.  

A true storyteller, Van Orley provides a vivid illustration of Livy’s dramatic 

language:  
                                                
33 Bevers, Niederländische Zeichnungen des 16. Jahrhunderts in der Staatlichen Graphischen Sammlung 
München, 64. 
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With loosened hair and rent garments they [the Sabine women] braved the 
flying spears and thrust their way in a body between the embattled armies. 
They parted the angry combatants; they besought their fathers on the one 
side, their husbands on the other, to spare themselves the curse of 
shedding kindred blood. ‘We are mothers now,’ they cried; ‘our children 
are your sons—your grandsons; do not put on them the stain of parricide. 
If our marriage—if the relationship between you—is hateful to you, turn 
your anger against us. We are the cause of strife; on our account our 
husbands and fathers lie wounded or dead, and we would rather die 
ourselves than live either widowed or orphaned.’”34 
 

One can only wonder how well these powerful drawings would have translated into 

cartoons and finally into woven tapestries. As we will be discussed in Chapter 4, the final 

tapestry often differs greatly from the initial design. 

 
 

 

 

                                                
34 Livy, The Early History of Rome, Books I-V of The History of Rome from its Foundations, 45-46. 
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Chapter 2, The Commission: Patronage and Propaganda 

Documentation of the commission for the Munich drawings does not survive. 

This chapter suggests Margaret of Austria as the patron, acting on behalf of Charles V. 

That she was the patron is merely a possibility but it is a good one and is worth 

consideration. Evidence supporting this case stems from Van Orley’s role as Margaret’s 

official court painter, the rich tradition of Burgundian and Habsburg tapestry patronage 

and Charles’ adoption of classical themes as an allegory of his imperial power.  

A TASTE FOR LUXURY  
The audience for sumptuous tapestries designed by prominent court artists was by 

no means encompassing. Commissions for projects such as the Munich drawings came 

from only the highest strata of sixteenth-century society: wealthy aristocrats and powerful 

clergy. These patrons’ large palaces and townhomes had large expanses of wall space that 

could easily accommodate the monumental serial format of tapestry cycles. As will be 

discussed in Chapter Four, the manufacturing of tapestries was a luxury industry, which 

required expensive imported materials, specialized labor, and substantial financing from 

international banks.  

Since the fourteenth century, tapestries were among the most costly possessions 

of a court. The large number listed in the Burgundian ducal inventories speaks to their 

portable and functional qualities as “mobile frescoes.” Narrative cycles were chosen and 

displayed for specific events and holidays, drawing on biblical, mythological, and 

dynastic sources for inspiration.  
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Those who could afford tapestries ordered them almost exclusively from Brussels 

by the beginning of the sixteenth century and the royal families from Spain, England and 

France were constantly receiving elaborate cycles in the latest fashions. Tapestries 

represented such a large and important component of Renaissance inventories that the 

first historians of the Spanish royal collections measured them in kilometers of 

weavings.35 

A POSSIBLE PATRON FOR THE MUNICH DRAWINGS 
Van Orley was active as the official court painter to Margaret of Austria from 

1518 until her death in 1530. We can assume that during these years, Margaret had a 

priority claim on Van Orley’s services and engaged him regularly for tapestry 

commissions. It is thus likely that the tapestries based on the Munich drawings were 

intended for either the regent or her nephew, Charles V. 

Charles was born in Ghent in 1500 and raised in Mechelen by Margaret, who 

ruled as Regent of the Netherlands from 1507 until the end of Charles’ minority in 1515 

and again from 1519 to 1530. Margaret was not only a shrewd ruler but also an eminent 

humanist and art lover. Her court in Mechelen was a center of neo-Latin literature, 

innovative music and progressive humanist ideologies and served as a kind of 

international school for the children of royalty. Van Orley probably lived and worked in 

Brussels. However, a document of 1 April 1525, containing the regulations governing the 

order and conduct of Margaret’s court, lists him among approximately five hundred 

                                                
35 Sophie Schneebalg-Perelman. “Un nouveau regard sur les origines et le développement de la tapisserie 
bruxelloise du XIVe siècle à la pré-Renaissance,” in Tapisseries bruxelloises de la pré-Renaissance, ex. 
cat., Musées Royaux d’Art et d’Histoire Bruxelles, Brussels (Antwerp: Fonds Mercator, 1976), 182. 
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individuals defined as part of the establishment. It is unlikely that much of the artistic 

population lived at the court, since no food allowances for them are mentioned and 

because the palace itself is rather modest in size. Only the keeper of the tapestries is 

reported as being in constant attendance.36 Van Orley was thus an integral part of the 

court of Mechelen and it is probable that the impressionable young prince Charles met 

him at some point during his upbringing or was at least very familiar with his work, 

which was prominently displayed throughout the palace. 

During his forty-year reign (1515-1555), Charles spent only fifty-five months in 

the Netherlands.37 Constantly moving from one place to the next, he relied on the women 

in his family, namely Margaret of Austria, and later on his sister, Mary of Hungary, to not 

only build up a system of government in the region and foster a widespread network of 

political connections, but to carry out a majority of artistic commissions that would 

promote his image of power throughout the empire. It is likely, then, that we see more of 

their taste trending during this time period than that of Charles, who would not have been 

present to intervene personally in artistic patronage in the Netherlands.38 Hence, I 

propose that the commission for the Munich drawings may have come from Margaret, on 

behalf of her nephew, the emperor. It is quite possible that she commissioned the project 

for her own collection, but the theme suggests Charles V as the ultimate owner of the set. 

                                                
36 Emmanuel de Quinsonas, Máteriaux pour servir à l’histoire de Marguerite d’Autriche, Duchesse de 
Savoie, Régente des Pays-Bas (Paris: Delaroques frères, 1860), 3: 281. 
37 William Maltby, The Reign of Charles V (London: Palgrave, 2002), 97. 
38 Juan Luis González García, “Charles V and the Habsburgs’ Inventories: Changing Patrimony as 
Dynastic Cult in Early Modern Europe.” RIHA Journal 12 (11 November 2010). Accessed October 5, 
2012. http://www.riha-jounal.org/articles/2010/gonzalez-garcia-charles-v-and-the-habsburgs-inventories. 
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CHARLES V AS A COLLECTOR 
While he may not have had the time to participate directly in many artistic 

commissions during his reign, we cannot assume that Charles did not value the power of 

tapestry as a vehicle of political propaganda or that he did not have a taste for it. During 

his political career he kept most of his tapestries in palaces in Brussels and Madrid.39 

However, as he was traveling from place to place, he brought with him at least fifteen 

sets of tapestries (ninety-six panels in all).40 In addition to the large number of cycles he 

inherited from family members, Charles collected some of the most innovative and 

impressive cycles of his time: Jean Vermeyen’s Conquest of Tunis (c. 1548-1552) and 

Bernard Van Orley’s Los Honores (c. 1520-1525) and the Hunts of Maximilian (c. 1531-

1533), to name a few. An inventory of 1521 in Ghent is comprised of eight folios listing 

tapestries in his possession, while a postmortem inventory reaches almost nine hundred—

most of the tapestries listed were inherited.41  

The creation of the drawings in 1524 occurred during a decisive period for the 

foundation and consolidation of Charles V’s power in Europe. Charles began his 

unprecedented political career at age 15 in 1515. A year later he became the Duke of 

Burgundy and Flanders and was crowned king of the United Kingdoms of Spain. The 

same year, he was crowned King of Naples and Duke of Milan. In 1520, at the age of 

nineteen, Charles was crowned King of the Romans in succession of his grandfather, 

                                                
39 Delmarcel, Golden Weavings: Flemish Tapestries of the Spanish Crown, 15. 
40 Guy Delmarcel, Flemish Tapestry, trans. Alastair Weir (London: Thames & Hudson, 1999), 101. 
41 González García, “Charles V and the Habsburgs’ Inventories: Changing Patrimony as Dynastic Cult in 
Early Modern Europe.” 
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Maximilian I. Finally, in 1530, he was crowned emperor of the Holy Roman Empire by 

Pope Clement VII in Bologna.42  

Following in the footsteps of his ancestors, Charles employed art as a vital tool in 

the calculated construction of his image as the sovereign ruler of much of Europe, the 

defender of the Catholic faith, and the successor to the Roman emperors. Portraiture, 

decorative armor and tapestries, in particular, served as essential elements in his 

ceremonies of power. Charles’ tapestry collection became an emblem of the empire, as 

his heritage was split between the Burgundian and Habsburg dynasties. He lost both of 

his parents at a young age and thus possessed for a majority of his lifetime treasured 

collections of tapestries from both sides of his family, most of which were made in 

Flanders. A large portion of Charles’ collection came down to him after the death of his 

paternal grandfather, Maximilian I, in 1519.  An inventory of Maximilian’s collection, 

carried out in Burgundy in 1489, lists a total value of 800,000 florins. Tapestry comprised 

the largest portion of the total value, estimated at 200,000 florins.43 Striking, in this case, 

is that tapestries account for a higher value than precious jewels, gold and silver pieces, 

and manuscripts. It is important to recall that the system of hierarchy for art at this 

moment did not consider painting, sculpture and architecture as the three “major arts.”44 

From his father, Philip I (the Fair) Charles inherited a famed collection of suits of armor, 

                                                
42 Georg Kugler, “La puissance et l’impuissance de l’Europe,” in Carolus: Charles Quint, 1500-1558, ed. 
Arnout Balis et al., ex. cat., Kunsthal De Sint-Pietersabdij, Ghent (Ghent: Snoeck-Ducaju & Zoon, 2000), 
101. 
43 Schneebalg-Perelman, “Un nouveau regard sur les origines et le développement de la tapisserie 
bruxelloise du XIVe siècle à la pré-Renaissance,” 181. 
44 Fernando Checa, Trésors de la couronne d’espagne: Un âge d’or de la tapisserie flamande, ex. cat., 
Paris and Madrid (Brussels: Fonds Mercator, 2010), 23. 
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as well as a multitude of tapestries, including the Story of Gideon (1449).45 In 1526 he 

received a large collection from his mother, Joanne (the Insane) of Castile. The collection 

included the Paños de Oro (c. 1500-1502) among other notable weavings, primarily of 

Flemish origin. 

Inventories of Margaret of Austria’s palace at Mechelen from 1516 and 

1523/1524 provide us with an idea of the diversity and quality of the types of objects that 

were prized by the nobility of her time. The lengthy inventories are incredibly detailed 

and list distinctions between different tapestries with brief commentaries on their worth, 

condition and aesthetic qualities.46 As we have seen with the Burgundian inventory of 

1489, medieval collecting had centered on the value of the materials. During the reigns of 

Margaret of Austria and Charles V, however, we observe a gradual shift toward the 

quality of the image itself and the illusions the artist can produce in two-dimensions.47 

FAMILY TIES: LINKING THE EMPIRE OF CHARLES V TO ANCIENT ROME 
One of the major ways that Charles V and the members of his family cultivated 

his image of power was by confirming his royal and imperial genealogy. Charles had a 

passion for history, chivalric and devotional literature, and the glorification of his 

ancestors. These interests were likely influenced by his grandfather, Maximilian I. All of 

Maximilian’s commissioned works pursue genealogical, heraldic, or historiographic 

goals, aimed at establishing the remembrance of his person and his family for the future, 

                                                
45 Checa, Trésors de la couronne d’espagne: Un âge d’or de la tapisserie flamande, 107. 
46 Checa, Trésors de la couronne d’espagne: Un âge d’or de la tapisserie flamande, 87. 
47 Checa, Trésors de la couronne d’espagne: Un âge d’or de la tapisserie flamande, 22. 
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and even for all eternity.48 In 1515 Maximilian employed the scholar Jakob Mennel to 

trace and record the Habsburg genealogy. Mennel concluded that the Habsburgs were 

descendants of Noah with modern origins beginning with the oldest world rulers of 

antiquity, whom he identified as Huns and Trojans. From there, Mennel linked the family 

to their purported successors in Roman antiquity in Europe:  

You must know and take into account that, from the time of Noah your first 
ancestor ... your line goes and descends through the Trojans and Huns ... 
From these and further persons, who already then held their territories 
and the government of the world, your ancient predecessors and other 
kings and princes in your pedigree of Troy and Huns and the kings of 
Gaul, Germany and Italy came and descended.49 
 

Mennel also served as Charles’ history tutor, dedicating his book, Ad usum Delphini, to 

Charles in 1515. In the same year he published a booklet that references Roman emperors 

and popes as the bearers of traditions and universal rule, also dedicating it to Charles. 

By tracing his lineage back to the Roman emperors, Charles and likely Margaret 

on his behalf, was able to successfully promote the family dynasty through iconographic 

systems of patronage, oftentimes making comparisons between himself and Roman 

classical and mythological figures like Julius Caesar, Hercules and Romulus. For the sake 

of this text the comparison to Romulus, in particular, is an intriguing one, as the image of 

the founder of Rome in the third drawing in the Munich series, Romulus Proclaiming the 

Laws of the Roman People, bears a discrete resemblance to a young Charles V (Fig. 3). 

This is particularly evident in his prominent jaw-line and the style of his hair. During the 

first few decades of the sixteenth century, Charles became known throughout Europe by 
                                                
48 Eva Michel and Maria Luise Sternath, preface to Emperor Maximilian I and the Age of Dürer, ex. cat., 
Albertina, Vienna (Munich: Prestel Verlag, 2012), 16. 
49 Harald Kleinschmidt, Charles V: The World Emperor (Thrupp: Sutton Publishing, 2004), 27. 
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these defining characteristics, as seen, for example, in Van Orley’s Portrait of Charles V 

of 1519 (Fig. 14). Substituting the likeness of a patron or a famous contemporary person 

for a historical figure was not unprecedented at this time. In fact, it was commonplace in 

fifteenth century Netherlandish panel painting, and Van Orley had applied the technique 

to tapestry in The Legend of Notre Dame du Sablon series, which was woven around 

1517. As the celebrated founder of the Roman Empire, Romulus would have been an 

ideal role model for Charles, and it is quite possible that Van Orley had his visage in 

mind while executing the drawings.  

Charles’ interest in antique and Italian Renaissance styles stemmed both from 

Maximilian I’s genealogical studies and from Margaret of Austria, who commissioned 

dozens of dynastic portraits (many by Van Orley) to fill her palace in Mechelen. In 

addition, she combined Gothic and Renaissance architectural forms in her palace, though 

after 1520 she favored a singularly Renaissance style.50 Viewing himself as the successor 

to the Roman emperors, Charles might have thought the classical forms to be more 

appropriate, though he sometimes still utilized Gothic forms for certain occasions. His 

impresa was comprised of the coat of arms of Spain supported by the twin columns of 

Hercules with the motto, Plus Ultra, meaning “more beyond”.51 According to some 

Roman sources, the Pillars of Hercules were two mountains on either side of the Strait of 

Gibraltar, which Hercules created by smashing through the mountain that was once Atlas. 

The mountains served as a gate between the Mediterranean Sea and the Atlantic Ocean, 
                                                
50 William Lawrence Eisler, “The Impact of Emperor Charles V Upon the Visual Arts” (PhD diss., The 
Pennsylvania State University, 1983), 60. 
51 Iain Buchanan, “The ‘Battle of Pavia’ and the Tapestry Collection of Don Carlos: New Documentation,” 
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which was reportedly full of monsters. Renaissance tradition claims that the pillars bore 

the warning Ne Plus Ultra (nothing more beyond), serving as a warning to ancient sailors 

and navigators to go no further. Charles’s motto “more beyond” encourages him to 

challenge the ancient warning and take risks.52 The twin columns in his impresa are 

imbued with a new significance as an entrance to the rest of the world (i.e. the Americas) 

rather than as a damming of the Mediterranean Sea. Van Orley may have had Charles V’s 

impresa in mind while creating the Munich drawings. The pairs of columns in Romulus 

Proclaiming the Laws of the Roman People may be an allusion to the Pillars of Hercules 

(Fig. 3). 

Charles constantly exploited classical forms in order to visually remind his 

subjects of his hereditary link to the ancient past. A very public example of this was the 

triumphal entries that he made into Louvain, Brussels, Mechelen, Antwerp, Middleburg 

and Ghent as he was formally inaugurated as the ruler of the Netherlands during the early 

months of 1515. Each was more elaborate than the next, but Bruges was by far the most 

spectacular.53 

The 1515 entry into Bruges is well known, in part, due to the fact that it is 

described at length in the earliest extant printed accoung of a royal entry. Written by 

Remi du Puys, “croniquer et hystoriographe des maisons d’Austrice et Bourgogne,” the 

account is known today in manuscript and woodcut printed forms, both of which are 
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illustrated.54 Not surprisingly, du Puys inserts a series of reflections of the classical 

triumphs, comparing Charles to numerous Roman emperors. At the very beginning, he 

draws a direct connection between the dilapidating city of Bruges and ancient Rome. 

“The imperial city of Rome had been instructed in arms by Romulus, given law by Numa 

Pompilius, and adorned with fine buildings by Ancus Martius. Thereafter the city, 

ravaged by fortune, had declined till the time of Octavius Augustus who found Rome ‘de 

bricques et la laissoit de fin marbre.’” And so, writes de Puys, addressing himself to the 

young Archduke Charles of Austria, it was to be with “votre ville de Bruges.” Bruges, 

too, had been “eslevee, conduyte, et finablement establie en consommation dhonneur,” 

and had fallen into degradation through adverse fortune, especially under Maximilian I.55  

The economic situation in Bruges at the beginning of the sixteenth century was 

bleak. During the previous century, the city had enjoyed a long period of continuously 

expanding prosperity as the center of Northern Europe’s trade routes, the capital of 

banking and international exchange and the site of a busy port and a successful 

manufacturing industry. By the last decades of the fifteenth century, a combination of 

factors, particularly the unstoppable silting up of the river Zwin, resulted in the decline of 

Bruges’ wealth and it was soon overshadowed by the sudden emergence of Antwerp as 

the new financial capital north of the Alps. The citizens of Bruges counted on the newly 

crowned Charles to act as the next Augustus and save their city. The theme of building 

and strengthening an empire, as it relates to events in the classical past, would have 
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resonated with Charles. The scholars and artists who arranged the festivities carefully 

constructed a series of ceremonies that reflected the historic and mythological past of the 

city with the idea of the rise of the Christian prince.  

At dusk on 18 April 1515 Charles entered Bruges, accompanied by Margaret of 

Austria, who was carried in a litter. On one side, the king was presented as the image of 

God “au trone divin, duquel ilz sont l’ymage et representation ça bas,” as it was 

described by du Puys and on the other, the action of the prince was demonstrated as the 

restoration of the wealth and prosperity of the city.56 After passing through the gates of 

Bruges, Charles was led around the city’s principal thoroughfares and squares, through 

twenty-seven separate structures displayed along the route, with a series of pageants 

along the way and ending with a mock naval battle. Interestingly, the designers of the 

spectacle employed rounded Roman triumphal arches all’antica, recalling ancient 

festivals. This is the first use of this type of construction for a triumphal entry in the 

North.57 The designers must have been aware of Charles’ preference for the style, which 

was just beginning to flourish in Italy. De Puys puts an emphasis on novelty and surprise 

as the essential elements of the celebration of kinship, explaining, perhaps, the use of the 

Roman style arches.58 

Charles V ensured that his reign was thematically and visually tied to an image of 

ancient imperial power. Classical themes and forms were beginning to experience a 

renewal during the first few decades of the sixteenth century and would have been 
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interpreted as both innovative and commemorative—a perfect combination for a ruler 

that wanted to perceived as modern yet established in his hereditary role as emperor. 

During these foundational years in Charles’ career, Romulus would have served 

as an attractive role model for the newly crowned emperor. Charles likely saw many of 

the same qualities in himself as he did in the ancient founder of Rome. Both became 

famous for their dynamic military and political feats and both sought to subordinate cities 

and smaller powers to create an empire that was ruled by an absolute sovereign who 

embodied the higher interests of the state. Though there are no surviving documents to 

support my theory, it is not out of the question that Van Orley had this imperial image in 

mind while creating the drawings, accounting for the discrete iconographic references to 

Charles V. 
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Chapter 3, Van Orley as a Tapestry Designer 

The creation of the Munich drawings came at a pivotal moment in Renaissance 

tapestry design. Van Orley’s earlier designs were closely related stylistically to his panel 

paintings. However, even in this foundational period, Van Orley began to recognize that 

the two media had different design requirements and visual possibilities. The arrival of 

Raphael’s cartoons for The Acts of the Apostles in Brussels in late 1516 or early 1517 

suddenly changed European tapestry design forever. This chapter examines the role of 

the Munich drawings as a paradigm of Van Orley’s initial reaction to the compositional 

innovations introduced by Raphael and his successful fusion of those novel techniques 

with traditionally Netherlandish modes of representation. In effect, given his high 

standing in the artistic community as the official court painter to Margaret of Austria and 

the foremost tapestry designer in the Netherlands, Van Orley may be considered a fairly 

accurate “barometer of the Brussels artistic environment in the 1520s.”59  

VAN ORLEY’S EARLY STYLE: THE LEGEND OF NOTRE DAME DU SABLON 
During the last decades of the fifteenth century, Brussels experienced a decline in 

panel painting. This was a result of multiple factors, including a developing taste for 

carved altarpieces and the unprogressive character of painting in the area, which 

manifested as unimaginative compositions in the then tired style of Jan Van Eyck and 

Rogier Van der Weyden. As Ainsworth points out, everything that was static and 

awkward in painting lent itself well to the purely decorative tapestry medium and by the 
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turn of the century, tapestry had superseded panel painting in Brussels.60 Tapestry designs 

of the early years of the sixteenth century were characterized by a strong emphasis on 

patterning and decoration over any sense of perspectival space. True to the antique 

concept of horror vacui, the rich weavings were utterly packed with a wide variety of 

foliage. Sweeping vistas formed the backdrop for multiple scenes, which were stacked 

vertically without clear divisions. 

Already before assimilating the influence of Raphael, Van Orley turned to his 

own contemporaries in the North for inspiration that would challenge the confines of the 

tapestry medium. In his early years, Van Orley managed to link the medieval Gothic 

tradition of decorative tapestry to recent Netherlandish innovations in genre painting, 

realism in landscape and distinctive portrait types.61 Through artistic exchange, 

particularly in prints, Van Orley was exposed to the genre scenes of Lucas van Leyden, 

the mannerist style of Jan Gossart and the virtuouso drawing techniques of Albrecht 

Dürer. In addition, there is evidence from Dürer’s travel journals that the two met in 1520 

in Brussels at an elaborate banquet, which Van Orley hosted in honor of his esteemed 

colleague. Dürer writes, “Master Bernhard, the painter, invited me to dinner, and had 

prepared a meal so costly that I do not think 10 florins will pay for it . . . I gave him a 

“Passion” engraved on copper, and he gave me in return a black Spanish bag worth 3 
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florins.”62 Perhaps as a tribute to his host, Dürer also drew a portrait of Van Orley, which 

is considered to be the only surviving likeness of the artist (Fig. 15).63 

Van Orley’s assimilation of contemporary Netherlandish aesthetic modes into 

tapestry is well demonstrated in The Legend of Notre Dame du Sablon cycle (now 

divided among museums in Brussels, St. Petersburg, Glasgow and Saint-Jean-Cap-Ferrat) 

(Figs. 16-19).  The series, which was not soundly attributed to Van Orley until the 

twentieth century, exists as the earliest known work in his woven oeuvre. According to 

extant documents, the four-panel cycle was commissioned sometime between November 

1516 and November 1517 by François de Taxis, Imperial Postal Master. Weaving of the 

project was completed in 1518. Taxis ordered the tapestries to hang in his family funerary 

chapel in the church of Notre Dame du Sablon in Brussels commemorating the contracts 

that he and his nephew had signed with Maximilian I for the organization of an 

international postal service in 1489.64 Drawing on a local legend, the panels illustrate the 

miraculous arrival of a statuette of the Madonna and Child to the church of Notre Dame 

du Sablon in 1348. 

 At this early point in his career as a tapestry designer, Van Orley adopted some 

design elements from his Brussels predecessors: Adrian van den Houte, Jan van Roome, 

Master Philippe and Leonard Knoest.65 He looked to the work of Van Roome, in 
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particular, for the division of the panels into three separate areas, the center one being 

slightly wider than the outer two. This layout is derived from fifteenth century 

“tapisseries-retables,” which were literally meant to mimic altarpieces and sometimes 

were even executed in a “T” shape, with a vertical central portion that was taller than its 

two “wings.”66 While Van Roome had divided his panels more subtly with decorative 

features such as drapery, Van Orley makes firm subdivisions with Italian Renaissance 

architectural features. Also associated with Van Roome, and generally with contemporary 

Netherlandish art, are the traditional medieval costumes, the static poses, and the 

awkward movements of the figures.  

Even though Van Orley retains some of these earlier attributes, The Legend of 

Notre Dame du Sablon would have undoubtedly been perceived as avant-garde, 

particularly in terms of innovative compositional effects. Let us examine, for instance, 

the second panel in the cycle, The Virgin Appears to Beatrice Soetkens (Fig. 17). The 

composition is certainly a bit crowded but Van Orley provides a clear division between 

the foreground and the background by significantly enlarging the figures in the 

foreground. In addition, the horizon is lowered, clarifying the perspective and escaping 

the confusing stacked up aspect of conventional medieval models. Rather than 

overloading the space around the figures with detailed depictions of shrubbery, Van 

Orley includes appropriate details from everyday Netherlandish life such as the bed, the 
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slippers and the chest, which appear in the outer portions of the panel.67 These elements 

serve to locate the scene in time and also in space, using perspective to add a slight sense 

of depth and compositional hierarchy to the scenes.  

Van Orley replaces historical figures from the legend with realistic portraits of 

contemporary members of the Habsburg family, a technique commonly used in altarpiece 

painting but seldom applied to tapestry design at this time. For instance, Charles V and 

his brother Ferdinand appear in the center of the fourth panel carrying the statue in place 

of the Duke of Brabant and his son (Fig. 19). In the same panel, a carefully rendered 

portrait of Margaret of Austria takes the place of the likeness of Marie d’Evreux, the wife 

of Jean III.68 The patron, François de Taxis, appears once in every scene. On each 

occasion he is portrayed in association with ancestors or living members of the Habsburg 

dynasty. Marthe Crick-Kuntziger notes that Van Orley experiments with different 

expressions and psychological states in each of these portrayals—a traditionally 

Netherlandish technique.69 

The series was conceived as a sixteenth-century artistic rendering of an event that 

occurred during the fourteenth century. Thus, some of the iconographic choices may have 

been intentional as means to add historical authenticity to the scenes. The result is a 

fascinating hybrid of Gothic and new Renaissance stylistic elements. For instance, the 

scrolls and the inscription in the right border are Gothic, but the grotesques and the 

mottoes above and below the shields in the borders have a more Early Renaissance 
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aesthetic.70 In addition, the architectural elements that subdivide the panels are inspired 

by contemporary Italianate forms, while the interiors in which the action occurs are 

clearly Gothic. 

 As evidenced by The Legend of Notre Dame du Sablon, Van Orley’s earliest 

attributed work in tapestry, the artist was already pushing the boundaries of tapestry as a 

medium. Looking to the latest developments in Netherlandish painting, particularly genre 

and realism, for inspiration, Van Orley was beginning to experiment with a new approach 

to the narrative and pictorial potential of tapestry. 

ROMAN INFLUENCE: RAPHAEL’S ACTS OF THE APOSTLES IN BRUSSELS 
In 1514, Pope Leo X commissioned the young and talented Raphael to execute 

the cartoons for a sequence of ten tapestries depicting The Acts of the Apostles for the 

Sistine Chapel in the Vatican (Figs. 5-11). Seven of the cartoons are today in the Victoria 

and Albert Museum in London—the remaining three are lost or destroyed. The 

commission has long been celebrated as one of the most lavish and expensive of the 

Renaissance. According to a contemporary observer, Raphael was paid a large sum of 

around 1,000 ducats for his work designing and painting the cartoons.71 The beauty and 

novel design of the cartoons were immediately recognized throughout Europe, 

particularly in Brussels. The cartoons were executed over approximately two years and in 

late 1516 or early 1517 they arrived at the Brussels workshop of the weaver, Pieter Van 

Aelst.  
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In 1971 Edith Standen successfully disproved previous claims that Van Orley had 

overseen the weaving of Raphael’s cartoons in Van Aelst’s workshop, or that he had 

designed some of the borders for the finished tapestry panels. Standen concludes that 

these notions must have been based on assumptions that Brussels tapestry workshops at 

this date functioned in a similar way to the much later Gobelin factories in France; that is, 

with weavers working under a supervising art director.72 However, we can assume that 

Van Orley would have had access to the cartoons given his prominent position in the 

Brussels tapestry industry and his familiarity with Van Aelst, as well as the many direct 

visual references he makes to the cartoons in the Munich drawings.73 

For decades, scholars have pointed to the moment of Van Orley’s first 

introduction to the The Acts of the Apostles cartoons as a sudden dramatic turning point in 

the artist’s stylistic development. Max J. Friedländer describes the occasion in rhapsodic 

terms:  

Again between 1514 and 1519, Raphael’s cartoons stood in the Brussels 
workshop of the tapestry weaver Pieter van Aelst. The mountain had come 
to Mohammed. And van Orley, on close terms with the prestigious guild of 
tapestry weavers, took advantage of the opportunity for absorbing, to the 
extent he was able, this valid and classic perfection unfolding before him 
in alien grandeur.74 
 

Certainly, the innovations of Raphael’s designs made a lasting impression on Van Orley 

and significantly impacted his subsequent work.  
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 Raphael’s cartoons provided Van Orley with solutions to problems involving the 

organization of space in tapestry that he had confronted in The Legend of Notre Dame du 

Sablon. The Acts of the Apostles represented Raphael’s first work in tapestry and perhaps 

this inexperience in the medium helped him to “think outside the box” in terms of 

composition. He was likely influenced by his own recent work in fresco in the Vatican 

Stanze (c. 1508-1520) and thus reimagines tapestry as a monumental woven fresco. His 

all-encompassing mode resulted in a complex yet unified composition based in the 

tradition of history painting. 

A close examination of The Sacrifice at Lystra provides insight into Raphael’s 

innovative method (Fig. 10). Exploiting the large format of tapestries, Raphael limits the 

narrative to a single scene, eliminating depictions of subsidiary background scenes that 

were often crowded into overlapping registers. According to scripture, the Lystrans were 

so overjoyed after Paul and Barnabas healed the lame man that they wanted to sacrifice 

two young boys in their honor. Horrified, Paul and Barnabas tore their clothes, shouting 

that they were only men. They used this opportunity to spread the word of the Creator 

God to the Lystrans. Raphael’s choice of the most dramatic moment from the larger 

theological context provides the learned viewer with just enough information to 

recognize and comprehend the scene, rather than overloading him or her with every detail 

of the story. Thus, the new experience of viewing tapestry, as Raphael conceives of it, is 

aesthetic as well as didactic.  

 In the foreground a crowd of highly-modeled, life-size figures watch aghast as the 

semi-clothed central figure raises his axe above the heads of the two children. To the left, 
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Barnabas and Paul tear at their clothes, twisting away from the gruesome sight in 

dramatic contrapposto. The focal point of the composition is the altar where the two 

young boys, oblivious of their fate, carry on playing a flute and holding an ornate box. 

The off-center placement of the focal point heightens the immediacy of the moment. 

The figures in the scene are not only enlarged, but are imbued with a dramatic 

new language of gesture and expression.75 Raphael moves beyond the awkward, 

exaggerated yet frozen poses of earlier examples in tapestry to an energetic, natural 

portrayal. His training in drawing the classical nude is readily apparent in his sure and 

steady representations of figures in movement. The gestures are easy to read but carry 

resonances beyond the obvious. For example, the young man reaching out to physically 

hold back the sacrificant could also signify his salvation by God. Other gestures relate to 

the humanity of the viewer. Note, for instance, the old man in the bottom right who 

points forlornly at his crutches, which have fallen to the ground in the midst of the 

commotion. Each figure is dealt with individually through specific characterization of 

details such as facial features and clothing. We are struck, for example, by the contrast 

between the brilliant gold robe of the old man and the shabbiness of the blue tunic, which 

hangs from the thin body of the barefoot man in front of him. 

The action in the foreground appears to take place in a stage-like setting. The 

background appears as a carefully rendered classical architectural screen with a landscape 

in the far distance. Dramatic depth exists between the figures in the foreground and the 
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background but it is not distracting.76 Furthermore, Raphael plays with the idea of the 

picture plane, interpreting it as a three-dimensional extension of the viewer’s space. 

Keeping in mind that tapestries were hung more or less at eye level, Raphael relates 

directly to the spectator, encouraging him or her to feel part of the action in the 

foreground. This feeling of the pictorial scene as a window is emphasized by the borders 

of the finished tapestries, which are loosely interpreted as frames, through which the 

realistically portrayed moment of drama is viewed.77 Raphael makes the connection to 

the viewer even more tangible by purposefully directing the gaze of one or more of the 

figures toward the viewer. Note for example, that of the woman in the blue dress and the 

putto below her to the left in The Healing of the Lame Man (Fig. 7). 

The novelty of the cartoons is a direct result of Raphael’s ability to draw subtle 

connections between the narrative and the pictorial. As John White describes, “Raphael 

embodies joyful episodes in peaceful, classically balanced or harmoniously moving 

compositions, and expresses violent or dramatic moments by tension in design and by 

sudden reversals of the compositional flow.”78 Similarly, he finds balance in style 

throughout the cartoons. The expressive, sweeping character of the drapery is countered 

by the close renderings of facial features, while the attention to detail and linear 

perspective in the architecture is made more striking in comparison to the vague, 

atmospheric quality of the distant vistas. 
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 Raphael’s cartoons for The Acts of the Apostles radically altered the style of 

Flemish tapestries in the decades following their arrival in Brussels. His changes to 

conventional tapestry compositions affected almost every external aspect of 

draftsmanship, scale, modeling, perspective, light, detail and color. His monumental plan 

and sophisticated understanding of aerial and spatial perspective transformed the 

experience of viewing a wall hanging into an interactive one. As Ackerman notes, the 

assimilation of these major innovations in the conception of tapestry was gradual for 

Flemish designers. Van Orley was the first and the most successful of these designers to 

incorporate Raphael’s new ideas into his own representational mode and once he had 

fully adopted the style, it practically obliterated the preceding one. “They were vogue,” 

she states, “and an art that is producing for the market must respect demand.”79 

VAN ORLEY AND THE CREATION OF A NEW BRUSSELS STYLE 
 Curiously, Raphael’s cutting-edge concept of tapestry design was soon abandoned 

by his own students in Italy, who reverted back to earlier, more complicated scenes with 

crowds of figures.80 Instead, it was Van Orley and his followers who carried on the 

legacy of The Acts of the Apostles cartoons. Friedländer asserts that, “by concentrating 

his energies on designs, van Orley felt himself a disciple of Raphael; and indeed his 

contemporaries and the connoisseurs of ensuing generations regarded him as Raphael’s 

Netherlandish successor, as many statements verify.”81 For centuries, this classification 
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of Van Orley as a “Romanist” was accepted without question beginning with scholars 

such as Van Mander, Vasari, and Félibien des Avaux.  

 While Romanists, including Raphael and Giulio Romano, greatly influenced Van 

Orley’s subsequent work, I agree with Ainsworth’s more recent assertion that Van Orley 

developed a hybrid style during the second two decades of the sixteenth century.82 This 

new style represented a gradual compromise between Van Orley’s innate Flemish 

tradition and his exposure to the new Roman aesthetics. It is highly likely that Van Orley 

had more direct access to Romanist artistic modes through contact with Tommaso di 

Andrea Vincidor. Vincidor was Raphael’s assistant whom Pope Leo X sent to Brussels in 

1520 to oversee the weaving of several later Flemish tapestry cycles after designs by 

Raphael for the Vatican Palace. Vincidor enjoyed a long collaboration with the Flemish, 

remaining in the Low Countries until his death in 1536.83 Dürer, for example, was quite 

preoccupied with Raphael’s art at this time in the Netherlands and through Vincidor’s 

connections, sought to acquire more works by Raphael. One can imagine Dürer and Van 

Orley conversing about Raphael and the Romanist style during their banquet at Van 

Orley’s house. 

 The Munich drawings represent Van Orley’s initial reaction to Raphael’s 

cartoons. At this stage, just five years after the workshop of Van Aelst finished weaving 

The Acts of Apostles tapestries, we can already sense the direction in which Van Orley 

was moving. He is striving for a greater ease in posture, readability in narrative and 
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clarity in composition, while retaining the quintessential characteristics of Netherlandish 

art. His experimentation comes alive in these drawings, which maintain a sense of 

unrestrained spontaneity despite their highly finished state. The free-flowing pen excels 

in evoking a full range of contours from the crisp, minute details of armor and 

architecture to the swirling clouds of smoke that billow from sacrificial altars. Any 

awkward or hesitant qualities in these drawings are finally reconciled in Van Orley’s 

mature works of the 1530s.  

 For the overall composition of the Munich drawings, Van Orley looks to 

Raphael’s concept of tapestry as a monumental history painting. The foreground scenes 

appear as a frieze-like arrangement of figures, which is brought as far forward as 

possible. There is a noticeable sense of depth, in part due to a repeated use of triangular 

compositions, behind which an architectural screen or landscape closes off the 

background. Van Orley connects the foreground and background by staggering crowds of 

figures with architectural elements, as in Romulus Proclaiming the Laws of the Roman 

People (Fig. 3). Van Orley is indebted to Raphael for this compositional trick, 

demonstrated in The Sacrifice at Lystra (Fig. 10).84 Unlike Raphael, Van Orley maintains 

the tradition of including some subsidiary scenes in the background. These help to 

complete the narrative, which is played out in the foreground of each drawing. However, 

these events now play a secondary role and are integrated into the backdrop-like space.85 

As in Raphael’s cartoons, the spectator views the scenes at eye-level, though the 
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background space still suffers from a small error in perspective, which causes the ground 

to tilt slightly upward.  

 Van Orley also refers directly to Raphael for the undulating rhythm, which results 

from the juxtaposition of lunging, gesticulating figures with stationary, contemplative 

ones. This is exemplified in a comparison of Van Orley’s figural arrangement in Romulus 

Proclaiming the Laws of the Roman People with Raphael’s The Death of Ananias and 

The Conversion of the Proconsul (Figs. 3, 8 and 9). Furthermore, the portion to the left of 

the foremost pillar in Romulus and Remus Bringing the Head of Amulius to Numitor 

imitates Raphael’s The Sacrifice at Lystra in the sequence of striding, half-bent and 

standing figures all directed toward Numitor at the center (Figs. 2 and 10). Finally, an 

obvious connection can be made between the tension-packed, dramatic space between the 

central figures in The Sabine Hersilia Imploring Romulus for his Mercy and the stark 

division of Raphael’s figures in Christ’s Charge to St. Peter (Figs. 4 and 6).86 Van Orley 

continued to reference many of these movements and groupings in his later work, notably 

the Hunts of Maximilian.87 

 In the Munich drawings, Van Orley’s attempts to assimilate the restrained energy 

of contrapposto are tangible, but he falls a bit short. Many of his figures achieve a sense 

of visual hyperbole in gesture and pose, but their movements appear jerky or frozen. The 

figures suffer from a lack of grace and an understanding of human anatomy—aspects of 

drawing that the artist’s Northern contemporaries typically mastered during sojourns in 

Italy. Van Orley’s conception of the human body is essentially decorative. He avoids 
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difficult drawing techniques such as foreshortening, concealing any tricky areas with 

other figures, architectural elements and heavy drapery.88 Note, for instance, the legs of 

the kneeling figure at right in Romulus and Remus Drive Away the Robbers and Divide 

the Booty (Fig. 1). Van Orley represents the calf muscles as thick ovals, which project as 

if unattached to the skeletal structure of the figure. 

 The expressions of Van Orley’s figures are characterized by a delicate balance of 

Northern realism and Italian pathos. Though these drawings were meant as preliminary 

studies, indicating the design of the finished tapestry in an abbreviated way, Van Orley 

takes care to provide variety and detail in facial types. Here, he not only falls back on 

Netherlandish tradition, but on his own habits in representation—reoccurring quirks that 

could help art historians to establish a tentative system of Morellian connoisseurship for 

his oeuvre. For this system to work, a stylistic comparison of unsigned drawings by the 

artist and his circle can be compared to the monogrammed Munich drawings. Tapestry 

inherently emphasizes distinctive features, and they are thus easier to determine in these 

drawings. According to Crick-Kuntziger, unique characteristics of Van Orley’s style are 

his individualized character heads with heavy noses and thick lips.89 The deep, expressive 

faces of his male figures are almost caricatures with their variety of expression, 

emphasized by pronounced wrinkles and snaky hair. Stylistic continuity exists, however, 

in his female figures. In The Sabine Hersilia Imploring Romulus for his Mercy, Van 

Orley stylizes the shapes of the Sabines’ heads, rendering them as long ovals (Fig. 4). 
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The eyelids are full with a scalloped edge and the ears are minute. Furthermore, Van 

Orley emphatically details the joints of the fingers, highlighting the dramatic, wild 

gestures borrowed from Raphael.90 

 The large format of tapestry, coupled with Raphael’s clarity and depth in 

composition, was instrumental in Van Orley’s development of a new naturalistic 

illusionism in the medium. Van Orley uses the Munich drawings to apply a true sense of 

landscape and setting to tapestry. Drawing on his own contemporary paintings, such as 

Virgin and Child With Angels of c. 1515, he integrates natural elements into his 

compositions, adding depth and veracity to the events portrayed and complementing the 

meaning of the subject (Fig. 20).91 The integration of these small landscape scenes into 

tapestry designs was aesthetically pleasing and also served a practical purpose. Large, 

open spaces were a problem for weavers at this time due to restrictions of color 

modulation and technique. Landscapes provided a sufficiently varied patterning to the 

space without crowding it with conventional dizzying verdures.  

 Van Orley’s contributions to Netherlandish landscape are often overlooked, as his 

compositions tend to feature figural motifs in equal measure. However, as Ainsworth 

points out, he is notable as the first artist to incorporate credible landscape settings into 

tapestry, advancing Netherlandish landscape without diminishing the figures in his 

compositions. She further argues that Van Orley actually preceded Bruegel in the 

juncture of the Weltlandschaft and Nahlandschaft modes by widening the foreground 
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plane, lowering horizon line and composing his landscapes from observed sources.92 

While landscape is traditionally considered a Netherlandish invention, Van Orley begins 

to adopt chiaroscuro and sfumato from the Italians over the course of the 1520s and 

1530s; his later tapestry cycles even include subtle atmospheric effects.93 

 As we have seen in Charles V’s Triumphal Entry into Bruges, art of the early 

decades of the sixteenth century in the North was characterized by a confused mixture of 

Gothic and Renaissance styles. Purity of classical form was not yet of great interest to 

Northern artists and patrons. Even though an increasing number of printed sources 

detailing classical motifs were becoming available to Van Orley, he seems rather 

uninterested in conveying exact historical authenticity in the Munich drawings. In some 

cases, he makes an effort to emulate Raphael’s renderings of classical Roman motifs, 

particularly in the architecture and the pleated togas and armor of the male figures. In 

contrast, he clothes the Sabine women in the fourth drawing in contemporary 

Netherlandish dress and fills the pilasters of the portico in Romulus and Remus Bringing 

the Head of Amulius to Numitor with Italian Renaissance grotesques (Figs. 4 and 2). The 

combination of historically accurate and contemporary everyday motifs simultaneously 

sets the appropriate scene for the narrative and relates personally to the viewer. 

 The Munich drawings are an invaluable resource for examining Van Orley’s 

development of a unique stylistic language that set the tone for Brussels tapestry designs 

during the early sixteenth century. For major changes in compositional arrangement and 

spatial organization Van Orley’s primary visual source was Raphael’s cartoons for the 
                                                
92 Ainsworth, “Bernart Van Orley as a Designer of Tapestry,” 106. 
93 Ackerman, Tapestry: The Mirror of Civilization, 151. 



 48 

Acts of the Apostles. However, he did not abandon completely his artistic roots in the 

North. Van Orley successfully combined the drama, expressiveness and perspectival 

illusion of Raphael with the multiple narrative structure, delicate patterning and attention 

to landscape and genre detail derived from contemporary Netherlandish art. The result 

was a heroic yet ornate style that was simultaneously engaging, decorative and 

monumental.  
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Chapter 4, The Design Process  

It is essential to examine the function of the Munich drawings within the broader 

context of the market for tapestries during the sixteenth century. This chapter first 

discusses the rise of Brussels as the producer of the greatest tapestries in Europe and the 

changes it experienced as a result of financial and cultural developments at the turn of the 

sixteenth century. The formation of an independent tapestry guild and a series of 

regulations defined the roles of the various professionals involved in tapestry production. 

These organizational changes streamlined the industry, resulting in the creation of the 

new occupation of the painter-designer. By carefully examining the steps in Van Orley’s 

working process, we can place the Munich drawings within the sequence of tapestry 

design stages beginning with the artist’s initial sketches and ending with the finished 

weaving. Finally, I suggest the Munich drawings’ ongoing practical functions as 

presentation drawings and workshop models and discuss the possible existence of a large-

scale workshop connected to Van Orley. 

BRUSSELS AS A TAPESTRY CENTER 
While Van Orley’s talent should by no means be discredited, his success was in 

part due to his being in “the right place at the right time.” As an important locus of 

political and social life of the Burgundian court, Brussels enjoyed a famed reputation as 

the epicenter for tapestry from the end of the fourteenth century onward.94 At the 

beginning of the sixteenth century, a large number of factors contributed to the 
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transformation of the industry from a number of small-scale local enterprises to a 

coordinated international business that served as a benchmark for the highest quality and 

most innovative designs in the field. In 1515, Charles V reinstated Brussels as the capital 

of the Netherlands and the center of the most important empire of the world, moving the 

royal court from Mechelen into the city. With the arrival of the court into Brussels came 

an influx of important families, political advisors, ambassadors and clerics from Brabant 

but also from Spain and Italy.95 In addition, Brussels experienced a significant economic 

expansion at the turn of the sixteenth century, which greatly fostered the development of 

its luxury industries.  

As the city’s industry and fame evolved, tapestry production in subsidiary towns 

and cities, such as Tournai and Bruges, all but ceased. The displaced weavers, 

embroiderers, and other skilled artisans involved in the industry soon immigrated to the 

city and set up new ateliers.96 Over the course of the sixteenth century, Brussels 

workshops developed new formulas of production and innovative machines, which 

increased the efficiency and industrial potential of the medium.97 These new machines 

made traditionally difficult tasks like drying the spun wool and rolling the heavy finished 

tapestries much easier, expediting the multi-step production process.  

A cooperative working relationship with nearby, up-and-coming Antwerp was 

integral to the success of the tapestry industry in Brussels. As Antwerp replaced Bruges 

as the financial center of Northern Europe at the end of the fifteenth century, a new social 
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class of wealthy merchants and entrepreneurs contributed to the development of an 

efficient and lucrative economic structure for the city based around the pands or fairs and 

the new stock exchange, erected in 1531-32. Antwerp’s wealthy international banking 

connections provided funding for the Brussels weavers to purchase the necessary 

materials for their trade. Tapestry is a capital-intensive industry and the weavers 

habitually borrowed large sums of money up front in order to buy supplies and pay the 

workers. The financial assistance provided by Antwerp bankers was vital to the Brussels 

workshops. Rather than relying upon the patronage of monarchs or aristocrats, as was the 

case in Fontainebleau and Florence, Brussels workshops functioned as independent 

manufactories.98 Antwerp’s bustling port made access to the necessary rare and expensive 

materials possible. The unparalleled international trade provided the highest quality wool 

from Spain and England, silk from Italy, and gold and silver thread from Cyprus and 

Venice, as well as an increasingly broad array of pigments and dyes from all over the 

world.99  

 Antwerp merchants also used connections in order to arrange commissions and 

expedite the transport of tapestries between Brussels and the rest of Europe. Brussels 

tapestry production thrived because it was the “best” in Europe and the great workshops 

produced cycles for royalty and nobility in Spain, England, France, and Italy as well as 

Germany and the Low Countries.100 Out of necessity and practicality, some wealthy 
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Antwerp entrepreneurs, such as Erasmus Schetz, Pieter van de Walle and Joris Vezeleer, 

began to act as “middlemen” for commissions, particularly for the Spanish Crown.101 The 

middlemen were very important, as they were able to handle large sums of money as 

down payments and contract fees and negotiate with the weaver and the buyer to reach an 

agreement. 

 Though expensive, tapestry was durable—provided that it was protected from 

fire, mold, mildew and insects.102 This durability did not, however, diminish the demand 

for new cycles from Brussels workshops. For those who could afford to own multiple 

cycles, it was customary to commission different sets to commemorate special occasions, 

momentous events or religious ceremonies. Tapestries were needed to adorn added rooms 

in palaces and hôtels and for newly acquired residences. Additionally, changes in fashion 

and taste necessitated commissions for tapestries in the latest styles for those who wanted 

to stay in vogue. Production costs soared due to expensive materials, labor and the 

inherent serial quality of the medium. Tapestries were rarely conceived as individual 

objects. Most sets were sold in cycles of approximately four to twelve panels and were 

thus very profitable for all those involved in production.  

THE RISE OF THE PAINTER-DESIGNER 
The superior quality of Brussels tapestry production was not only due to the city’s 

reputation as the center for European tapestry. A series of guild regulations over the 
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course of the fifteenth and sixteenth centuries ensured increasingly stricter quality 

controls and systematized production. These new standards also resulted in an increase in 

specialization in artistic practice. As the individual roles of the various professionals 

involved in tapestry production became more clearly defined, the quality of the work 

produced at each step increased. 

 Surviving documentation from the fifteenth century mentions a few of the 

regulations directed at weavers. Weavers were not allowed to dye their own wool and 

were instead obligated to purchase it from specified shops. The minimum number of 

threads per square inch was regulated, resulting in a finer quality finished product. 

Furthermore, weavers were prevented from selling products from their homes, thus 

prompting the involvement of a merchant or dealer.103 

 In 1446 the Brussels tapestry weavers withdrew from the weavers’ guild (also 

commonly referred to as the drapers’ guild) to form an independent organization.104 The 

focus of the guild entirely on tapestry production, in conjunction with the growth of the 

industry, resulted in the abolishment of many of the earlier regulations in favor of more 

uniform control. By the early 1470s four jurors among the city magistrates were tasked to 

perform quality control checks of materials and finished tapestries three times a year. 

However, surprise assessments of the workshops were allowed at all times. At this time, 

weavers had greater authority than painters on issues concerning composition and color 

and a vast majority of the tapestries produced featured traditional heraldic and floral 

motifs. 
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A conflict of 1476 between the members of the painters’ and the tapestry 

weavers’ guilds clarified the individual roles of the various professionals involved in the 

design process of a tapestry. The painters accused the weavers of having their cartoons 

painted by journeymen who were not members of the painters’ guild, rather than calling 

on a certified specialist to execute the work. The outcome was a compromise, granting 

weavers the freedom to still design verdures, meaning foliage, shrubbery, birds and other 

minor animals. Additionally, they had the right to enlarge any existing cartoons. 

However, painters were now allowed full jurisdiction over major figurative parts of the 

composition, as well as the choice of colors.105 In short, weavers could no longer produce 

original designs, securing the right of “invention” for painters. As painters gained 

creative power, the traditional role of the tapissier (an individual responsible for the 

entire production of a tapestry from start to finish) was replaced with that of the 

legwerker ambacht (an individual responsible for weaving).106 

The 1476 agreement represented a growing dependence of the weavers on the 

painters for success. It is difficult to determine exactly how closely weavers and painters 

worked together in these early years. Koenraad Brosens assumes that a shared ethic of 

trust and a mutual spirit of goodwill underlying the industry allowed production to thrive 
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during this formative period.107 Extant payment accounts and contracts do not give us a 

clear picture of this relationship until the first quarter of the sixteenth century.108  

Only a few surviving tapestry commissions dating from before the sixteenth 

century specifically note the painter-designer’s role. However, in special cases, court 

orders stipulated a particular designer and/or weaver. By the early sixteenth century, 

Brussels’ most talented painters had begun to specialize in tapestry design and Van Orley 

was one of the first to be noted as a painter-designer. Van Orley’s involvement with 

Flemish tapestry design, at the height of its Golden Age, facilitated unprecedented 

changes in the medium. No longer a decorative, two-dimensional wall hanging, tapestry 

was now conceived as an interactive aesthetic experience for the viewer. 

VAN ORLEY’S WORKING PROCESS  
 It is difficult to recreate the steps in a particular artist’s working procedure. It is 

safe to assume that every artist or workshop functioned slightly differently and a lack of 

documentary evidence in the case of Van Orley makes it impossible to know exactly how 

his creative process worked. While he probably followed a somewhat standard formula 

for his projects, special circumstances likely necessitated the production of additional 

sketches to work out problems or details in a composition.  

A major hindrance to the task of determining an artist’s working process at this 

time is the wide range of terminology used to describe each stage. For the sake of clarity, 

I will employ the following terms: primi pensieri, petit patron, patron and cartoon. In 
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general, a painter-designer began with a series of primi pensieri (first thoughts). These 

typically take the form of either spontaneous initial sketches that only generally describe 

the composition or auxiliary sketches of heads or figures in pen and ink, sometimes with 

monochromatic washes. Very few of these come down to us from Van Orley and his 

contemporaries—most likely they were lost or destroyed. Next came the petit patron, an 

intermediary chiaroscuro study, usually in pen and ink over black chalk with decorative 

grey or blue washes. The patron is the last step in an artist-designer’s involvement in the 

evolution of a tapestry. Patrons are highly-finished pen and ink drawings with carefully 

applied polychromatic watercolor or gouache washes, suggesting the massing of form 

and indicating color. Functioning in a similar way as modelli for paintings, patrons, 

accompanied by contracts, were presented to the patron for approval before being 

translated into full-scale models for weaving.109 

 Weavers worked directly from a full-scale drawing called a cartoon, which was 

placed underneath or behind the loom. The cartoon was made by a cartonnier, a specialist 

member of the painters’ guild whose task of reversing and enlarging the patron to the 

proposed size of the finished tapestry was clearly defined in the 1476 debate. Vasari’s 

treatise on technique outlines the procedure by which a fresco cartoon is made from a 

patron and we can assume that tapestry cartoons were produced in a similar fashion. 

After fastening together multiple small sheets of paper or linen, the cartonnier, 

. . . proceeds, with a long rod, having a piece of charcoal at the end, to 
transfer to the cartoon (in enlarged proportions) to be judged of at a 
distance, all that in the small drawing is shown on the small scale . . . and 
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they draw the perspectives in the same schemes that have been adopted on 
a small scale in the first drawing, enlarging them in proportion.110 
 
Sixteenth-century cartoons are extremely rare due to the fragility of their supports 

and the way in which they were used: cut into strips and sometimes reused if the theme 

was particularly popular. Guy Delmarcel notes that, while thousands of tapestries and 

even hundreds of preparatory drawings have survived, full-scale cartoons or fragments 

number in only the dozens.111 It is thus not surprising that none of the cartoons made after 

Van Orley’s patrons exists today. However, a comparison of Van Orley’s surviving 

patrons with their respective finished tapestries provides the modern viewer with a good 

idea of how faithfully the cartonniers must have followed Van Orley’s original designs. 

Only minor elements such as details in landscape and clothing and portraits are added at 

this last design stage.112 In a comparison of the patron and finished tapestry for the March 

panel from the Hunts of Maximilian series, for example, the most significant changes 

occur in the addition of detail as the scale of the composition increases (Figs. 21 and 22). 

This type of elaboration is symptomatic of the suddenly vast, empty spaces that result 

from the significant enlargement of the image at this stage. Further research may prove 
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that Van Orley continued to supervise the continuing production of the tapestry beyond 

the patron, translating his shorthand into greater detail.113 

The success of a tapestry was dependent on the ability of the cartonnier and 

weaver to thoroughly understand and expertly reproduce the painter-designer’s original 

concept as the design was transposed from one stage to the next. In turn, it was the 

painter’s responsibility to invent dynamic, expressive compositions that were also 

workable. As Friedländer notes, 

From the very beginning of his work, the painter has the finished product 
before his mind’s eye, and everything he does subserves his vision of that 
goal. When he designs a tapestry, he thinks in terms of multicoloured wool 
and silk, of the final illusion coming into focus at a distance from the 
beholder—yet he is unable to realize this wishful image unaided. He must 
train special organs. The execution is not in his hands. He is the 
stimulator rather than the ruler of the work.114 
 

The painter was obliged to keep the finished product in mind at all times. This required 

him to take into account the limits of tapestry as a woven medium, including the limited 

available colors and technical challenges of rendering form and lighting effects. 115 The 

weaving process exaggerates lines and edges, breaking drapery into fragmented, jagged 

sections and making it difficult to render subtle transitions in movements and gesture.  

PRACTICAL FUNCTIONS OF THE MUNICH DRAWINGS 
Of Van Orley’s surviving fifty-three drawings, fifty-one are designs for tapestry. 

This statistic not only highlights his active role as the leading painter-designer in Brussels 

during the first quarter of the sixteenth century, but also demonstrates the value and 
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importance placed on preparatory drawings as workshop models and even perhaps as 

works of art in their own right. That these drawings are for tapestry and not, for example, 

stained glass is virtually indisputable. Their rectangular shape and size, which averages 

about 30 x 50 cm, correspond to conventional dimensions for drawings of this nature.116 

Additionally, in most cases, the drawings prefigure existing weavings. They also depict 

subject matter that does not usually appear in the artist’s painted oeuvre but is typical of 

court and secular tapestries: scenes from the Bible and classical literature, allegories and 

contemporary events. The drawings are small, detailed, completed compositions in pen-

and-ink, many with polychromatic washes, and can thus be categorized as either petit 

patrons or patrons.  

The Munich drawings stand out as the most highly-finished examples of Van 

Orley’s draughtsmanship. That is not to say, however, that any of the surviving drawings 

are haphazard or spontaneous in character. Compared with Van Orley’s preparatory study 

for The Crucifixion from the Alba Passion series of c. 1524-1526, for example, the 

Munich drawings provide the viewer with a more cohesive concept of the finished 

tapestry (Fig. 23). In The Crucifixion, Van Orley focuses on rendering the plasticity of 

the bodies in the foreground, evident in his use of black chalk to create chiaroscuro 

effects. However, the background space is nearly empty. Only a few sketchy lines 

indicate the horizon, some rolling hills and the presence of clouds in the sky. Subsidiary 

themes are suggested only by vague clusters of ovals and circles representing groups of 

people. On the other hand, the Munich drawings are characterized by a greater attention 
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to detail throughout the composition; though clarity does slightly decrease in the 

background scenes, they are still very easy to interpret. In addition to the lack of 

consistency in detail, the monochromatic palette of The Crucifixion, suggests that it was 

probably a petit patron and thus represents the design stage immediately preceding that 

of the Munich drawings. 

The Munich drawings are most certainly patrons because of their worked-up 

state, the use of color, and the inclusion of a prominent monogram and date on every 

sheet. Their use as patrons is further evidenced by the “Einschwarzung,” or blackening of 

the recto side of Romulus and Remus Drive Away the Thieves and Divide the Booty (Fig. 

1). As Bevers explains, the patron would have been divided into a grid and then enlarged 

as the design was translated into a full-scale cartoon.117 The drawings were completed in 

1524, right around the time when Van Orley began to focus almost exclusively on 

tapestry design and in the years directly following his assimilation of Raphael’s 

influence. Given their date within Van Orley’s career and the conspicuously rigorous 

attention to detail, it may be possible that he used the Munich drawings to demonstrate 

his capabilities in a new style.  

In this case, it is important to examine the function of the annotations in the 

drawings. Ainsworth is able to detect two distinct hands in the writing on the four 

sheets.118 According to her, the notations identifying figures, locations and narrative 

events are likely written by Van Orley as explanations to the patron or cartonnier. She 
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describes the other handwriting on the drawings as illegible but Holm Bevers’ catalogue 

from the 1989 exhibition Niederländische Zeichnungen des 16. Jahrhunderts in der 

Staatlichen Graphischen Sammlung München translates some of the hazy inscriptions, 

revealing their working function.119 Passages like “hier moet staen een antychelem met 

veel pluymen” (here must be an antique helmet with many feathers) in Romulus and 

Remus Bringing the Head of Amulius to Numitor indicate minor decorative details that 

need to be added, either by Van Orley, himself, or more likely by the cartonnier (Fig. 2). 

In addition to these inscriptions are a series of color indications, which appear on 

some of the foreground figures of The Sabine Hersilia Imploring Romulus for his Mercy 

(Fig. 4). On the pleated skirts of the soldiers in the lower right are “zo” for zinober 

(vermilion), “b” for blauw (blue) and the unknown abbreviation “Ѳ” in an ochre area. 

These are the only examples of color indications on any of Van Orley’s existing 

drawings. The presence of these symbols may be another example of the influence of 

Raphael’s working process on that of Van Orley. Raphael was the first designer to 

provide weavers with such detailed information regarding color.120 Typically, designers 

only provided vague indications in the form of washes or scribbles of color, but 

Raphael’s strong use of chiaroscuro and a remarkably wide range of colors in The Acts of 

the Apostles cartoons indicates a vested interest in color as well as composition on the 

part of the painter-designer. However, it is also possible that the symbols were added 

later by the cartonnier. 

                                                
119 Bevers, Niederländische Zeichnungen des 16. Jahrhunderts in der Staatlichen Graphischen Sammlung 
München, 63. 
120 Fermor, The Raphael Tapestry Cartoons: Narrative, Decoration, Design, 63. 
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The fact that the Munich drawings survive in such good condition suggests that 

they were held in high esteem, first by Van Orley’s workshop and heirs as valuable 

resources, then by subsequent artists or pupils and finally, by collectors for their artistic 

and historical value. It was common practice for Renaissance workshops to carefully 

maintain sketches and drawings by masters. These studies are important teaching 

materials, as they reveal much about an artist’s creative approach and method. They also 

served a practical purpose. On a relatively small-scale, tapestry can be considered an 

early “reproductive art” because multiple sets of tapestries can be made from one group 

of preparatory drawings. As Campbell points out, older designs remained popular even as 

new ones were developed and some patrons may have even preferred older styles for 

certain commissions.121 Similarly, compositional elements or individual motifs were 

frequently extracted from existing designs and repurposed in new ones.  

J. David Farmer’s publications present Van Orley as the creative director of a 

sizeable workshop staffed by a number of apprentices, journeymen and subcontractors in 

an assembly-line production of paintings and tapestry designs.122 While his conclusions 

are evocative, they are difficult to prove due to a paucity of concrete evidence. A 

majority of his arguments are based on two basic assumptions: first, that every major 

artist in the Renaissance was the head of a large workshop, and secondly, that Van Orley, 

by himself, could not have kept up with the rate of output evidenced by extant signed and 

attributed works. It is more useful to envisage his atelier more as a design center than an 
                                                
121 Thomas P. Campbell, Henry VIII and the Art of Majesty: Tapestries at the Tudor Court (New Haven: 
Yale University Press, 2007), 187. 
122 Farmer, “How One Workshop Worked: Bernard van Orley’s Atelier in Early Sixteenth-Century 
Brussels,” 21-42 
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art factory. Van Orley was at the forefront of the development of a distinct Brussels style 

in tapestry at the beginning of the sixteenth century and we can view his production as a 

microcosm of contemporary European attitudes and taste. 
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Conclusion 

Although there is an unfortunate lack of surviving documentation regarding 

Bernard Van Orley’s activity as a tapestry designer, his four patrons for The Story of 

Romulus and Remus provide the modern viewer with valuable insight into the rich, 

intricate world of sixteenth-century tapestry production in Brussels. Viewing the group of 

drawings as a case study for the creation of a Renaissance tapestry, the current text is the 

first to examine the life of the drawings from their commission to their application in the 

design and manufacturing processes. The drawings mark an important moment in time 

for Van Orley, for Brussels and for European tapestry production. They are the earliest 

surviving and most refined of Van Orley’s tapestry designs, as well as the artist’s only 

signed and monogrammed works on paper. The drawings, products of a rich cultural 

exchange that characterized the early sixteenth century, display a variety of influences 

including diverse textual, iconographic and stylistic sources. 

 Van Orley’s reputation as Brussels’ leading tapestry designer earned him a 

constant stream of high-end commissions. The patron of the Munich drawings is 

unknown due to a lack of surviving contracts or workshop records but we can assume 

that he or she was very wealthy given the exorbitant cost of luxury weavings. This study 

makes a case for Margaret of Austria as the patron, arguing that she was acting on behalf 

of her nephew, Charles V. Van Orley served as Margaret’s official court painter at the 

time of the drawings’ creation in 1524. She supervised many artistic commissions for 

Charles, whose busy schedule often kept him away from Brussels. Margaret was a 
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famous art lover but she also understood its value as an instrument of propaganda and 

state politics. Classical themes, particularly Roman ones, were well suited to Charles V’s 

agenda to construct an image of imperial power, especially as his realm quickly 

encompassed much of western Europe and the new American lands. The literal or 

symbolic portrayal of Charles as Romulus, the young founder of Rome, in the drawings 

and resulting tapestries would have resonated with the court’s noble audiences. 

The choice of a classical theme for the drawings also complemented Van Orley’s 

prowess as a storyteller. The depiction of biblical and classical history as well as 

contemporary events allowed him the freedom to deliberately select episodes from the 

narrative that expressed the largest range of gesture and human emotions. In the Munich 

drawings, the central foreground scenes illustrate the results of the events happening in 

the background scenes.  

 In a career that spanned just a few decades, from the 1510s until his death in 

1541, Bernard Van Orley made a powerful impact on European tapestry design. The 

evolution of his designs represents the gradual development of a signature Brussels style. 

His earlier treatment of the medium looked to trends in contemporary Netherlandish 

painting that could challenge the confines of the traditionally two-dimensional, 

decorative medium. To these methods, he added innovative compositional devices 

introduced by Raphael in The Acts of the Apostles cartoons of 1517. By exploiting 

tapestry’s large format, Raphael deepened and clarified the space, heightening the 

dramatic effect. The Munich drawings exemplify Van Orley’s convergence of these 

diverse elements into a dynamic, unified work. His ability to embrace Raphael’s more 
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expansive pictorial vision while retaining his own Flemish style and narrative skill 

resulted in stunning weavings that dominated Brussels tapestry production during the 

1520s and 1530s. Van Orley influenced generations of Brussels tapestry designers who 

continued to invent complex, historiated designs that manipulated the boundaries of 

pictorial space. 

The Munich drawings can certainly be considered a product of their environment. 

The sheer number of superior-quality tapestries produced in Brussels during the sixteenth 

century is a testament to the organizational, industrial and commercial capacities of the 

Early Modern city. The drawings are evidence of Van Orley’s integral role in the 

collaborative tapestry industry as a painter-designer. His success was contingent upon his 

understanding of the requirements of the medium and the changes that occur as the 

design changes hands from the initial sketches to the finished tapestry. The Munich 

drawings represent the final stage in Van Orley’s calculated design process and probably 

were presented to a patron for approval. Van Orley’s creative investment in the final 

product is detected in the annotations found on all four sheets. The artist indicated color, 

labeled specific characters and scenes in the narrative, and even noted alterations that 

needed to be made. 

 Tapestry is often downplayed in art historical scholarship due partially to the 

staggering losses of original weavings. Yet it is a vital source of information that helps us 

to understand the cultural environment of the sixteenth century, especially in Brussels. In 

studying tapestry design we gain a greater sense of the political, economic and artistic 

developments that characterized the Renaissance. Van Orley was at the center of this 
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world and his contributions to the medium made a lasting impression on subsequent 

designs. Further archival research on this subject would uncover documentation linking 

Margaret of Austria more directly to the commission, or perhaps suggest other possible 

patrons. Additionally, a published catalogue of Van Orley’s oeuvre and a thorough study 

of his signed works would significantly contribute to scholarship on this prominent 

Northern Renaissance artist. 
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Appendix: Related Tapestry Cycles 

 Indirectly related to the Munich drawings is a set of six tapestries in the Spanish 

Royal Collection in Madrid, which were woven in Brussels sometime between 1525 and 

1530 and are sometimes attributed to Van Orley (Figs. 24-29).123 While these tapestries 

depict the same theme as the drawings, they do so in an entirely different way. Firstly, 

they feature different events in the same story. Thus, a comparison of the Munich 

drawings to the finished Madrid tapestries would not be particularly helpful in 

determining the missing scenes in the Munich group. This disconnect is furthered by the 

fact that the ratio of the height to the width of the Munich drawings does not correspond 

to the dimensions of the Madrid tapestries.124  

The Munich drawings are characterized by anticipated action and energy, 

visualizing the most essential moments in the story. The Madrid tapestries, on the other 

hand, illustrate anecdotes of secondary importance in the form of static pastoral scenes. 

In short, while the drawings portray a moment leading up to a turbulent climax in the 

story, the tapestries feature the tranquil results of that action. The Madrid scenes are so 

far removed from the action of the story that they are difficult to identify without the 

assistance of explanatory Latin inscriptions on each panel, which describe the scene and 

name the major characters.125 Finally, the most obvious difference between the two series 

                                                
123 For descriptions of each of the Madrid panels see Paulina Junquera de Vega, and Concha Herrero 
Carretero, Catálogo de Tapices del Patrimonio Nacional, Volumen I: Siglo XVI, ex. cat., Palacio Real de 
Madrid, Madrid (Madrid: Patrimonio Nacional, 1986), 93-99. 
124 Bevers, Niederländische Zeichnungen des 16. Jahrhunderts in der Staatlichen Graphischen Sammlung 
München, 64. 
125 Hullebroeck, Peintres de cartons pour tapisseries: Bernard Van Orley, 27. 
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is that the suits of armor worn by the Roman soldiers in the Munich drawings are 

classically-inspired, while those in the Madrid tapestries appear to be more 

contemporary.126 

There are numerous explanations for the relationship between the Madrid 

tapestries and the Munich drawings. The first is that a student or assistant in Van Orley’s 

workshop or some other artist who was familiar with the Munich drawings designed the 

Madrid tapestries. This accounts for the differences in style and narrative treatment but 

also takes into account some of the similarities in composition. In addition, Wauters notes 

that two of the Munich drawings overlap closely with two of the Madrid panels in terms 

of structure.127  

Another possible explanation is that the Munich drawings represent one of 

multiple competition drawings for a final cycle of tapestries. If this were the case, then 

Van Orley and his workshop may have presented multiple groups of drawings as 

different options for the patron or the patron turned down Van Orley’s drawings in favor 

of drawings by another unidentified artist. The Madrid set would appeal to a more 

conservative patron, as it is far less innovative in composition and style. 

 Additional related cycles, all attributed to Van Orley or his circle, come down to 

us in complete and incomplete sets, as well as fragments in Vienna, London and Toledo. 

The theme was not uncommon during the Renaissance and thus was probably 

commissioned by a large number of European patrons over the course of the sixteenth 
                                                
126 Thomas Campbell, “Romulus and Remus tapestries in the collection of Henry VIII,” Apollo 147 (1998): 
48. 
127 Wauters, Les tapisseries bruxelloises: essai historique sur les tapisseries et les tapissiers de haute et de 
basse-lice de Bruxelles, 86. 
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century. Further research will draw more sound connections between the Munich 

drawings and these surviving sets. However, a lack of documentary evidence and the 

reality that the final tapestries were at least twice removed from the preparatory drawings 

makes strong associations between various sets very difficult to prove.   
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Figure 1. Bernard Van Orley, Romulus and Remus Drive Away the Thieves and Divide the Booty, 1524. Pen and ink and 
watercolor, 35 x 55 cm. Staatliche Graphische Sammlungen, Munich. 

  

Figures 

 



 

72 

 

Figure 2. Bernard Van Orley, Romulus and Remus Bringing the Head of Amulius to Numitor, 1524. Pen and ink and 
watercolor, 35 x 55 cm. Staatliche Graphische Sammlungen, Munich. 
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Figure 3. Bernard Van Orley, Romulus Proclaiming the Laws of the Roman People, 1524. Pen and ink and watercolor, 35 x 55 
cm. Staatliche Graphische Sammlungen, Munich. 
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Figure 4. Bernard Van Orley, The Sabine Hersilia Imploring Romulus for his Mercy, 1524. Pen and ink and watercolor, 35 x 
55 cm. Staatliche Graphische Sammlungen, Munich. 
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Figure 5. Raphael, The Miraculous Draught of Fishes, from The Acts of the Apostles, 1515-1517. Gouache on paper mounted 
onto canvas, 320 x 390 cm. Victoria and Albert Museum, London.  
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Figure 6. Raphael, Christ’s Charge to Peter, from The Acts of the Apostles, 1515-1517. Gouache on paper mounted onto 
canvas, 340 x 530 cm. Victoria and Albert Museum, London. 
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Figure 7. Raphael, The Healing of the Lame Man, from The Acts of the Apostles, 1515-1517. Gouache on paper mounted onto 
canvas, 340 x 540 cm. Victoria and Albert Museum, London. 
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Figure 8. Raphael, The Death of Ananias, from The Acts of the Apostles, 1515-1517. Gouache on paper mounted onto canvas, 
340 x 530 cm. Victoria and Albert Museum, London. 
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Figure 9. Raphael, The Conversion of the Proconsul, from The Acts of the Apostles, 1515-1517. Gouache on paper mounted 
onto canvas, 340 x 450 cm. Victoria and Albert Museum, London. 
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Figure 10. Raphael, The Sacrifice at Lystra, from The Acts of the Apostles, 1515-1517. Gouache on paper mounted onto 
canvas, 350 x 560 cm. Victoria and Albert Museum, London. 
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Figure 11. Raphael, St. Paul Preaching at Athens, from The Acts of the Apostles, 1515-1517. Gouache on paper mounted onto 
canvas, 340 x 440 cm. Victoria and Albert Museum, London.  
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Figure 12. Albrecht Dürer. Ecce Homo from The Small Passion, published 1511. 
Woodcut, 12.8 x 9.8 cm. Bibliothek Otto Schäfer, Schweinfurt. 
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Figure 13. Albrecht Dürer. Ecce Homo from The Large Passion, c. 1498. Woodcut, 39.3 
x 28.4 cm. Bibliothek Otto Schäfer, Schweinfurt. 
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Figure 14. Bernard Van Orley, Portrait of Charles V, 1519. Oil on canvas, 71.5 x 51.5 
cm. Szepmuveszeti Muzeum, Budapest. 
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Figure 15. Albrecht Dürer. Portrait of Bernard Van Orley, 1521. Charcoal on paper, 40.3 
x 27.5 cm. Collection Baron Edmond de Rothschild, Département des Arts 
Graphiques, Musée du Louvre, Paris.
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Figure 16. Bernard Van Orley, The Virgin Appears to Beatrice Soetkens from The Legend of Notre Dame du Sablon, c. 1516-
1517. Wool and silk, originally 345 x 500 cm. Extant fragments in Villa Musée Île-de-France, Saint-Jean-Cap-
Ferrat and Burell Collection, Glasgow. 
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Figure 17. Bernard Van Orley, The Virgin Orders the Statue Transferred from The Legend of Notre Dame du Sablon, c. 1516-
1517. Wool and silk, 345 x 513 cm.  The State Hermitage Museum, St. Petersburg. 
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Figure 18. Bernard Van Orley, The Statue Travels from Antwerp to Brussels from The Legend of Notre Dame du Sablon, c. 
1516-1517. Wool and silk, 365 x 500 cm. Musée Communal, Brussels. 
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Figure 19. Bernard Van Orley, The Statue of the Virgin Arrives in Brussels from The Legend of Notre Dame du Sablon, c. 
1516-1517. Wool and silk, 341 x 528 cm. Musées Royaux d’Art et Histoire, Brussels.
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Figure 20. Bernard Van Orley, Virgin and Child With Angels, c. 1515. Oil on panel, 85.4 
x 69.9 cm. The Metropolitan Museum of Art, New York City.
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Figure 21. Bernard Van Orley. Departure for the Hunt (Month of March), c. 1528-1531. Ink and watercolor on paper, 39 x 52 
cm, Prentenkabinet Universiteit Leiden, Leiden. 
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Figure 22. Bernard Van Orley. Departure for the Hunt (Month of March) from The Hunts of Maximilian, c. 1528-1531. Wool, 
silk and silver- and gilt-metal-wrapped thread, 440 x 750 cm, Musée du Louvre, Paris.
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Figure 23. Bernard Van Orley, The Crucifixion, study for The Alba Passion, c. 1524-
1526. Pen and brown ink over black chalk underdrawing, gray and brownish 
wash on paper, 35.1 x 37.1 cm. Graphische Sammlung, Staatsgalerie 
Stuttgart. 



 

 94 

 

Figure 24. Attributed to Bernard Van Orley. Faustulus Encounters Romulus and Remus 
from The Story of Romulus and Remus, c. 1525-1530. Wool, silk and silver- 
and gilt-metal-wrapped thread, 445 x 460 cm. Palacio Real, Madrid. 
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Figure 25. Attributed to Bernard Van Orley. Numitor is Restored to the Throne of Alba 
from The Story of Romulus and Remus, c. 1525-1530. Wool, silk and silver- 
and gilt-metal-wrapped thread, 440 x 490 cm. Palacio Real, Madrid. 
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Figure 26. Attributed to Bernard Van Orley. Romulus is Elevated to the Throne of Rome 
from The Story of Romulus and Remus, c. 1525-1530. Wool, silk and silver- 
and gilt-metal-wrapped thread, 400 x 500 cm. Palacio Real, Madrid. 
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Figure 27. Attributed to Bernard Van Orley. Romulus Agrees to the Rape of the Sabines 
from The Story of Romulus and Remus, c. 1525-1530. Wool, silk and silver- 
and gilt-metal-wrapped thread, 440 x 520 cm. Palacio Real, Madrid. 
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Figure 28. Attributed to Bernard Van Orley. The Rape of the Sabines and the 
Presentation of Hersilia to Romulus from The Story of Romulus and Remus, 
c. 1525-1530. Wool, silk and silver- and gilt-metal-wrapped thread, 440 x 
540 cm. Palacio de San Ildefonso, Segovia. 
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Figure 29. Attributed to Bernard Van Orley. Romulus Presenting the Laws to the Roman 
People from The Story of Romulus and Remus, c. 1525-1530. Wool, silk and 
silver- and gilt-metal-wrapped thread, 430 x 500 cm. Palacio de San 
Ildefonso, Segovia. 



 

 100 

Bibliography 

 
PRIMARY SOURCES 
Du Puys, Remy. La tryumphante Entree de Charles Prince des Espagnes en Bruges 

1515. Paris: Teatrum Orbis Terrarum, 1515; New York: Johnson Reprint 
Corporation, 1970.  

 
Dürer, Albrecht. Records of Journeys to Venice and the Low Countries. Edited by Roger 

Fry. Boston: The Merrymount Press, 1893. 
 
Livy. The Early History of Rome, Books I-V of The History of Rome from its 

Foundations. Translated by Aubrey de Sélincourt. London: Penguin Books, 1960. 
 
Van Mander, Karel. The Lives of the Illustrious Netherlandish and German Painters. 

Edited by Hessel Miedema. Translated by Derry Cook-Radmore. Doornspijk: 
Davaco, 1995. 

 
Vasari, Giorgio. Lives of the Most Eminent Painters, Sculptors and Architects. Translated 

by Gaston du C. de Vere. London: MacMillan & Co., 1912. 
 
________ Vasari on Technique: Being the Introduction to the Three Arts of Design, 

Architecture, Sculpture and Painting, Prefixed to the Lives of the Most Excellent 
Painters, Sculptors and Architects. Translated by Louisa S. Maclehose. London: 
J.M. Dent & Company, 1907. 

 
 
SECONDARY SOURCES 
Ackerman, Phyllis. “Bernard Van Orley as Tapestry Designer.” Art in America 13 

(1925): 38-48. 
 
________ Tapestry: The Mirror of Civilization. New York: Oxford University Press, 

1933. 
 
Ainsworth, Maryan. “Bernart Van Orley as a Designer of Tapestry.” PhD diss., Yale 

University, 1982. 
 
________ “Bernart Van Orley, Peintre-Inventeur.” Studies in the History of Art 24 

(1990): 41-64. 
 
Anglo, Sydney. Introduction to La tryumphante Entree de Charles Prince des Espagnes 

en Bruges 1515, by Remy du Puys, 5-34. New York: Johnson Reprint 
Corporation, 1970. 



 

 101 

 
Balis, Arnout, et al. Les Chasses de Maximilien. Paris: Réunion des Musées Nationaux, 

1993. 
 
Brosens, Koenraad. “Can Tapestry Research Benefit from Economic Sociology and 

Social Network Analysis?” In Family Ties: Art Production and Kinship Patterns 
in the Early Modern Low Countries, 43-48. Edited by Koenraad Brosens, Leen 
Kelchtermans and Katlijne Van der Stighelen. Turnhout: Brepols, 2012. 

 
Buchanan, Iain. “Designers, Weavers and Entrepreneurs: Sixteenth-Century Flemish 

Tapestries in the Patrimonio Nacional.” The Burlington Magazine 134 (June 
1992): 380-384. 

 
________ “The ‘Battle of Pavia’ and the Tapestry Collection of Don Carlos: New 

Documentation.” The Burlington Magazine 144 (June 2002): 345-351. 
 
Byrne, Janet S. Renaissance Ornament Prints and Drawings. New York: The 

Metropolitan Museum of Art, 1981. 
 
Campbell, Thomas P. Henry VIII and the Art of Majesty: Tapestries at the Tudor Court. 

New Haven: Yale University Press, 2007. 
 
________ “Romulus and Remus Tapestries in the Collection of Henry VIII.” Apollo 147 

(1998): 42-50. 
 
________ Tapestry in the Renaissance: Art and Magnificence. Yale University Press: 

New Haven, 2002. 
 
Checa, Fernando. “Carolus. Una imagen del Renacimiento en la Europa de la primera 

mitad del siglo XVI.” In Carolus, 11-33. Ex. Cat. Museo de Santa Cruz, Toledo. 
Madrid: Sociedad Estatal para la Conmemoración de los Centenarios de Felipe II, 
y Carlos V, 2000. 

 
________ Trésors de la Couronne d’Espagne: Un Âge d’Or de la Tapisserie Flamande. 

Ex. Cat. Paris and Madrid. Brussels: Fonds Mercator, 2010. 
 
Crick-Kuntziger, Marthe. “Bernard Van Orley et le décor mural en tapisserie.” In 

Bernard Van Orley (1488-1541), 71-92. Edited by Charles Dessart. Brussels: 
Société Royale D’Archéologie de Bruxelles, 1943. 

 
Dacos, Nicole. “Pour voir et pour apprendre.” In Fiamminghi a Roma, 1508-1608: 

Artistes des Pays-Bas et de la Principaute de Liege a Rome a la Renaissance. Ex. 



 

 102 

Cat. Palais des Beaux-Arts, Brussels and Palazzo delle Exposizioni, Rome. Ghent: 
Snoeck-Ducaju & Zoon, 1995. 

 
de Quinsonas, Emmanuel. Máteriaux pour servir à l’histoire de Marguerite d’Autriche, 

Duchesse de Savoie, Régente des Pays-Bas. Paris: Delaroques frères, 1860. 
 
Delmarcel, Guy. Flemish Tapestry. Translated by Alastair Weir. London: Thames & 

Hudson, 1999. 
 
________ “L’auteur ou les auteurs en tapisserie. Quelques reflexions critiques.” In Le 

dessin sous-jacent dans la peinture, 43-48. Institut Superieur d’Archéologie et 
d’Histoire de l’Art, Université Catholique de Louvain. Colloquium IV, Louvain, 
29-31 October, 1981. Louvain: Collège Érasme, 1982. 

 
________ “Lissiers et Cartonniers de Bruxelles vers 1500.” In Âge d’or bruxellois: 

Tapisseries de la couronne d’Espagne, 101-111. Ex. Cat. Cathédrale des saints 
Michel et Gudule, Brussels. Brussels: Ante Post a.s.b.l., 2000. 

 
Duverger, Jozef. “Brusselsche Legwerkers uit de XV & XVIe Eeuw.” Gentsche 

Bijdgragen tot Kunstgeschiednis (1934): 214-239. 
 
Eisler, Colin. “Flying Pictorial Carpets: Tapestries’ Transalpine Agendas.” In Cultural 

Exchange Between the Low Countries and Italy (1400-1600). Edited by Ingrid 
Alexander-Skipnes. Turnhout: Brepols, 2007. 

 
Eisler, William Lawrence. “The Impact of Emperor Charles V Upon the Visual Arts.” 

PhD diss., The Pennsylvania State University, 1983. 
 
Farmer, John David. “Bernard Van Orley of Brussels.” PhD diss., Princeton University, 

1981. 
 
________ “How One Workshop Worked: Bernard van Orley’s Atelier in Early Sixteenth-

Century Brussels.” In A Tribute to Robert A. Koch: Studies in Northern 
Renaissance. Princeton: Princeton University Press, 1994.  

 
Fermor, Sharon. The Raphael Tapestry Cartoons: Narrative, Decoration, Design. 

London: Scala Books, 1996. 
 
Friedländer, Max J. Jan Gossaert and Bernart van Orley, vol. 8 of Early Netherlandish 

Painting. Translated by Heinz Norden. Leiden: A.W. Sijthoff, 1972. 
 
González García, Juan Luis. “Charles V and the Habsburgs’ Inventories: Changing 

Patrimony as Dynastic Cult in Early Modern Europe.” RIHA Journal 12 (11 



 

 103 

November 2010). Accessed October 5, 2012. http://www.riha-
jounal.org/articles/2010/gonzalez-garcia-charles-v-and-the-habsburgs-inventories. 

 
Hand, John Oliver, J. Richard Judson, William W. Robinson and Martha Wolff. The Age 

of Bruegel: Netherlandish Drawings in the Sixteenth Century. Washington DC: 
National Gallery of Art, 1986. 

 
Hullebroeck, Adolphe. Peintres de cartons pour tapisseries: Bernard Van Orley. Paris 

and Liege: Librairie Polytechnique Ch. Bèranger, 1936. 
 
Hunter, George Leland. Tapestries, Their Origin, History and Renaissance. New York: 

John Lane Company, 1912. 
 
Kleinschmidt, Harald. Charles V: The World Emperor. Thrupp: Sutton Publishing, 2004. 
 
Kugler, Georg. “La puissance et l’impuissance de l’Europe.” In Carolus: Charles Quint, 

1500-1558, 100-109. Edited by Arnout Balis et al. Ex. Cat. Kunsthal De Sint-
Pietersabdij, Ghent. Ghent: Snoeck-Ducaju & Zoon, 2000. 

 
László, Emőke and Corvina Kiadó. Flemish and French Tapestries in Hungary. 

Translated by Eniko Körtvélyessy. Budapest: Révai Printing House, 1981. 
 
Le Maire, O. “Renseignements nouveaux sur Bernard van Orley et sa famille.” In 

Bernard Van Orley (1488-1541), 167-189. Edited by Charles Dessart. Brussels: 
Société Royale d’Archéologie de Bruxelles, 1943. 

 
Maltby, William. The Reign of Charles V. London: Palgrave, 2002. 
 
Martens, Mina et al. Histoire de Bruxelles. Toulouse: Edouard Privat, 1976. 
 
Michel, Eva and Maria Luise Sternath. Preface to Emperor Maximilian I and the Age of 

Dürer, 16-17. Ex. Cat. Albertina, Vienna. Munich: Prestel Verlag, 2012. 
 
Périer-D’Ieteren, Catheline and Cecilia Paredes. “Rapports entre tapisseries et retables 

bruxellois.” In Âge d’or bruxellois: Tapisseries de la couronne d’Espagne, 113-
129. Ex. Cat. Cathédrale des saints Michel et Gudule, Brussels. Brussels: Ante 
Post a.s.b.l., 2000. 

 
Renger, Konrad. “Romulus erlaßt Gesetze.” in Zeichnungen aus der Sammlung des 

Kurfürsten Carl Theodor: Austellung zum 225jährigen Bestehen der Staatlichen 
Graphischen Sammlung München (Munich: Satz, 1983-1984), 59-60. 

 



 

 104 

Schneebalg-Perelman, Sophie. “Un nouveau regard sur les origines et le développement 
de la tapisserie bruxelloise du XIVe siècle á la pré-Renaissance.” In Tapisseries 
bruxelloises de la pré-Renaissance, 161-191. Ex. Cat, Musées Royaux d’Art et 
d’Histoire Bruxelles, Brussels. Antwerp: Fonds Mercator, 1976. 

 
Shearman, John K.G. Raphael’s Cartoons in the Collection of Her Majesty the Queen 

and the Tapestries for the Sistine Chapel. London: Phaidon Press Ltd., 1972. 
 
Smolar-Meynart, Arlette. “Bruxelles, Âge d’Or et Âge de Fer.” In Âge d’or bruxellois: 

Tapisseries de la couronne d’Espagne, 89-99. Ex. Cat. Cathédrale des saints 
Michel et Gudule, Brussels. Brussels: Ante Post a.s.b.l., 2000. 

 
Standen, Edith Appleton. “Some Sixteenth-Century Flemish Tapestries Related to 

Raphael’s Workshop.” Metropolitan Museum Journal 4 (1971): 109-121. 
 
Steppe, Jan-Karel. “Inscriptions décoratives contenant des signatures et des mentions du 

lieu d’origine sur les tapisseries bruxelloises de la fin du XVe et du début du 
XVIe siècle.” In Tapisseries bruxelloises de la pré-Renaissance, 193-230. Ex. 
Cat, Musées Royaux d’Art et d’Histoire Bruxelles, Brussels. Antwerp: Fonds 
Mercator, 1976. 

 
Szablowski, Jerzy, ed. The Flemish Tapestries at Wawel Castle in Cracow: Treasures of 

King Sigismund August Jagiello. Antwerp: Fonds Mercator, 1972. 
 
Wauters, Alphonse. Les tapisseries bruxelloises: essai historique sur les tapisseries et les 

tapissiers de haute et de basse-lice de Bruxelles. Brussels: Imprimerie de Julien 
Baertsoen, 1878. 

 
________ Bernard Van Orley. Paris: Librairie de l’Art, 1892. 
 
Weale, W.H. James. “Note on the Life of Bernard Van Orley.” The Burlington Magazine 

for Connoisseurs 2 (July 1903): 205. 
 
Wegner, Wolfgang. Die Niederländischen Handzeichnungen des 15.-18. Jahrhunderts. 

Berlin: Gebr. Mann Verlag, 1973. 
 
Whinney, Margaret Dickens. Early Flemish Painting. New York: Frederick A. Praeger, 

1968. 
 
White, John. The Raphael Cartoons. London: Her Majesty’s Stationery Office, 1972. 
 
 
 



 

 105 

EXHIBITION CATALOGUES 
Bevers, Holm. Niederländische Zeichnungen des 16. Jahrhunderts in der Staatlichen 

Graphischen Sammlung München. Ex. Cat. Staatliche Graphische Sammlung, 
Munich. Munich: Saatz und Druck, 1989. 

 
Delmarcel, Guy. Golden Weavings: Flemish Tapestries of the Spanish Crown. Translated 

by Lieve De Bille, Tony Raw and Glenn van Looy. Ex. Cat. Royal 
Manufactureres of Tapestry Gaspard de Wit, Malines, Bayerisches 
Nationalmuseum, Munich and Stichting de Nieuwe Kerk and the Rijksmuseum, 
Amsterdam, 1993. Malines: The Gaspard De Wit Foundation, 1993. 

 
Fiamminghi a Roma, 1508-1608: Artistes des Pays-Bas et de la Principauté de Liège à 

Rome à la Renaissance. Ex. Cat. Palais des Beaux-Arts, Brussels and Palazzo 
delle Exposizioni, Rome. Ghent: Snoeck-Ducaju & Zoon, 1995. 

 
Junquera de Vega, Paulina and Concha Herrero Carretero. Catálogo de Tapices del 

Patrimonio Nacional, Volumen I: Siglo XVI. Ex. Cat. Palacio Real de Madrid, 
Madrid. Madrid: Patrimonio Nacional, 1986. 

 
Tapisseries bruxelloises de la pré-Renaissance. Ex. Cat. Musées Royaux d’Art et 

d’Histoire Bruxelles, Brussels. Antwerp: Fonds Mercator, 1976. 
 



 

 106 

Vita 

 

Catherine Victoria Cordeiro was born in Boston, Massachusetts. In 2007, she 

entered Duke University in Durham, North Carolina. During her junior year she studied 

abroad in Flanders, The Netherlands and Italy. She also served as a teaching assistant in 

the Duke University Department of Art, Art History and Visual Studies. Cordeiro 

graduated Cum Laude with Distinction in Art History (B.A.) in May 2011. She has held 

prestigious internships at the Saatchi Gallery, Christie’s, the Gagosian Gallery and the 

Blanton Museum of Art. In August 2011 she entered the Graduate School at The 

University of Texas at Austin pursuing a master’s degree in Medieval to Early Modern 

Art History. During the spring of 2012 Cordeiro helped to organize and run the Frühe 

Neuzeit Interdisziplinär conference, “Visual Acuity and the Arts of Communication in 

Early Modern Germany,” which took place in Durham, North Carolina. Her current 

research interests include the Early Modern art market, the history of collecting and the 

artistic exchange between Italy and the North, during the period 1500 to 1700. 

 

 

 

Email: cvcordeiro5@gmail.com 

This thesis was typed by the author. 
 


	MA Thesis-FINAL.pdf
	MA Thesis-FINAL.2
	MA Thesis-FINAL.3
	MA Thesis-FINAL.4
	MA Thesis-FINAL.5
	MA Thesis-FINAL.6
	MA Thesis-FINAL.7

