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8 Monumentalising Burghers of the

Low Countries

Living Statues in the La
and Early Modern Joyol

te Medieval
us Entries

Stijn P.M. Bussels

Introduction brought local heroes into m
ic statues brovght cmor
Already in the fiftenth cenrarle ﬁ;bi:ds?’::x:o:chio N celled in emulating Grateq.
in ltalian ciies; especially Donatd { condotriri, respectively Gattamelata
Roman models with their equestrian statues of c i 5
e olleoni (1488).' Together with individual heroicness, these grand statues
S O Faaarencas and pride.2 Whereas in the citis of the Low Countrics
e i aelf awareness and pride was flowering in the late Middle Ages and
el e periods we have (0 wait for a hundred years t0 find a comparable
T ove manwmentalised in public space. In 1549, Prince Philip of Hab-
Shurg, the fuvre King Philp I, was ceremnially welcomed in the most importanc
cities of the Low Countris, in so-called joyous entries.* For this special occasion, the
burghers of Rotterdam wantcd o show off with theit most celebrated son, the human-
ot seholor Erasmus, and constructed a hollow statue in wood in which a boy was
hidden to recite a welcoming poem to the prince. This statue was only intended for
temporary display, bu the burghers appreciated it so much that a decade later, more
preciscly in 1357, they erected a stone version.* Finally, in 1622 Rotterdam commis-
sioned the famous architcct and sculptor Hendrick de Keyzer to make a bronze statuc
of the humanist scholar
Thus, Erasmus of Rotterdam served as the subject for the first stone as well as the
first bronze public statue in the Low Countries. That does not mean that before the
mid-sixteenth century, Netherlandish people entirely lacked public statues. Quite to
the contrary, hundreds, even thousands of statues were staged from the fifteenth until
the seventeenth century most prominently in public space, but in contrast with the
statue of Erasmus, temporarily. Here, the word ‘staging’ should be taken literally,
as the statues were not made out of stone or bronze: the burghers themsclves per-
formed as statues by keeping quiet and standing in frozen poses for large audiences.
These living statues often posed against a painted backdrop and could be accompa-
nied by mannequins in papiermiche or cloth. Morcover, several descriptions and
depictions of these performances clarify that Gracco-Roman statues were emulated,
especially in the poses, the clothing with rich draperics, or real or suggested nudity.
We now call these performances tableasx vivants
dimensionality and their indebedness to antique scg
atleast as appropriate. Modern historians have poye
accounts of the joyous entrics did
They describe how burghers ena

but actually, duc to their three-
Ipture, statues vivantes is a name
¢ used the term, but early modern
refer 10 sculpture to name the civic performances.”
cted statues on wagons and stages in processions
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and theatre performances & Burgher

A famous example i »
e 2o ample is the Antwerp theatre compeition,
the Landjuiweel, where amateut players grouped in so-called Chambers of Rhetor:

. cnjoyed by similar multitudes, the ies. There,
the public statucs were pefosmed on dosens of sages slongside s o o
out the cities in which the entering ruler paraded. Thus, we explore the ceremonial
context from which the very first permanent statues originate, a context where civic
sclf-awareness and pride was so clearly expressed that we could speak of an eminent
tradition of ‘monumentalising’ burghers.
 In the late Middle Ages and the early modern period, joyous entries were the most
important public expression of political power relations. Almost everywhere in Europe

it was a fixed and imperative diplomatic custom to welcome new rulers in the most
important cities of their territories by presenting them with abundant decorations
and celebrations.!! The new ruler entered the city with his/her own noble retinue and
was for the occasion accompanied by the most important representatives of the city.
The event gathered crowds that marvelled at the magnificently dressed noblemen and
burghers, as well as at the many festivities and festive constructions that the wel-
coming cities had organized especially for the occasion. Moreover, tournaments were
fought and firework displays were ignited. But primarily, thousands of eyes focused
on the platforms, triumphal arches, and pageant wagons on which burghers posed.
Many of the burghers pecforming and witnessing must have felt pride that their city
could accomplish such marvels.

Certainly in the Low Countries, joyous entries were of the highest political impor-
tance.” The Low Countries belonged to the Burgundian and Habsburg territories
which were scattcred, and certainly under Philip’s father, Emperor Charles V, became
almost inconceivably vast. The connection between a new ruler and the Nether-
landish cities had to be strengthened by all means, especially in periods of turbulence
such as the Dutch Revolt, starting in 1568. Moreover, the powerful cities in the Low
Countries had a strong fecling of independence and self-esteem and time and again
expressed that in the joyous entrics. Even more than anywhere else in Europe, in the
Low Countries, the ceremonial welcoming of a new ruler was the mass medium par
excellence to present that ruler straightforwardly to the burghers, as well as to give
central stage to these burghers. All possible visual and textual laudations alongside the
entry route had to becharm the new ruler. Similarly, in these laudations the burghers
could publicly present their list of wishes to the new ruler. The burghers addressed
the new ruler with a diplomatic monologue, as it were, expressed by inscriptions and
paintings on a rich diversity of cphemeral constructions, but even more prominently
with motionless and silent burghers on stages. That civic monologue did certainly not
call into question that the new ruler would be the most ideal ruler. The precise defini-
tion of the ideal ruler, however, was strongly defined by what the burghers thought to
be the best for their city. o

“The cities in the Low Countries spared no trouble ot expense for the organization.
For example, Antwerp spent for Philip’s entry of 1549 about twice as much money as
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wild heie e (O
ic performance
scholars. In turn
burghers ¥

they would spend o b
ties entrusted the pul
prominent artists and
i ive role of the
s consisted of the bure!
the central square -

iming loudly their oaths of loyaley
B ey (Fgare §.1). Peevious o chis, theip

the joyous ent
to the new ruler on d
represcntatives alrcady had feralls 2L
or her in the parade that erossed the Cti B0
new ruler with their civic ideals by standitf
that were erected along the entry route-

In this chapter, L vwill focus on the quest
chose again and again to place their bure!

es. Why
vagons to let them become " ‘oparse movement a1
o hlogical and biblcal fgares with no of With only sp: 0t and

fons? Sinc tries are well-studied, |

cal occasions? Since the joyous ent ,

words on such crucial political occasior

it i surprising that this question has nevr been put lyefa;e. ]I’olmcal :us!onans con-

centated i the first instance at the precise message that U el H;}ll; sta uels CXE'rmed’

They linked an iconogeaphical analysis with concree politcal affais, rarely taking e
4 If they concentrated on the fact that these were

specific medium into consideration.” s hat
l:en and women staging the message, this was contrasted with the paintings on the

d silent on a series of stages

otionless an

Figure 8.1 Abraham de Bruyn, ‘Swearing of the Oath
joseuse & magnifigue entrée de Monscignons ‘.‘?‘72;;;‘: nd; ],hcze{ Engravmgc"}'\ri’f
tophe Plantin, 1582. University Library Ghenr, Res. 1334 ¢ 2" Anwerps Chris-

]
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e S o oeCme ncsingly important i the sitenthcentry and
D aiven by felynp om th :[ ::vs‘ '|‘n the seventeenth century. An explanation for this
burghers, as it were, were lterally
the ruler. In their turn, art and ar
the frames of the stages, such as.
century examples. He saw these

<hitectural historians have merely concentrated on
Gm‘ Tge Kerrl\‘odle looking at fifteenth- and sixteenth-
x rames as the missing link berween sculpted Gothic
and R?nél]ssr:c: ;(umbsdalnd carly modern theatre scenes, such as the onp: in Shake-
Speares o nernodle presented the ephemeral decorations of the entries as the
gateway of the sculptors and architects to the theatre makers "

Markers of Liminality

Due to th:xr_ focus on the rise and fall of the living statues, historians of politics,
art and z:chuzcngre have never questioned why, for centuries, the cities of the Low
Countries chose time and again to stage motionless and silent burghers on platforms,
triumphal arches and pageant wagons for crucial public events of civic diplomacy. In
order to start answering this question, we can rely on anthropology, as it is essential
0 see the joyous entries as rites de passage. Thanks to the anthropologists Atnold van
Gennep and later Edith and Victor Turner, we can sce the entering ruler in a joyous
entry as a novice who has 10 go through a so-called liminal phase to be recognized
in his or her new position. Edith and Victor Turner define liminality as follows: ‘In
liminality the novice enters a ritual time and space that are berwixt and between those
ordered by the categories of past and future mundane existence’.”s The passage from
the one situation to the other of an individual or group, to summarise the theory in
a nutshell, can be generally accepted thanks to a ritual in which for a certain amount
of time a distance is taken from the way people deal with each other in common life.
The public acceptance of the social change stands or falls by the success in framing
the change in words and/or actions that do not achieve a direct and concrete goal and
therefore appear useless in the eyes of outsiders. However, these words and/or actions
are essential to clearly mark the passage of the individual or group to all participants
and thus to perform that passage. Therefore, the words and/or actions in a rite of pas-
sage often rely on tradition and address cultural memory.

Historians such as Edward Muir use this anthropological theory that sees (what
1 would like to call) “traditional extraordinariness’ as the essence of the proper func-
tioning of rites of passage to explain how in many rituals of the late Middle Ages and
the early modern period exceptional moments and places had to be created.” For
Muir, this applies to a range of rituals, from religious initiations, to rituals that took
place on joining a guild, to our central subjcct, the joyous entries. Historians such as
Jesse Hurlbut further focused on the latter. More precisely, they have looked at the
steucture that was followed time and again to gradually accept the new ruler2® They
studied how the liminal phase was prepared, performed and brought to a fruitful end-
ing with the help of fixed and preconceived patterns that enabled the step from every-
day life to ritual time and place and eventually the step back to everyday life, albeit in
a (slightly) changed society.

Following these anthropologists @
of statues in the joyous entries as cr
son to becoming the new ruler. More preciscly,

nd historians, we can see the burghers’ enactment
ucial elements in the passage of the central per-
we can say that the living statues are
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o T less amn
“markers of liminality’. The monoric - G :
ord as berone HE T e involved—the entering rule;

in the literal sense of the word as 530
they do so, they visualize and acls:“::‘“d the burghers in the parade, the thousands o
and it e e el 3 dplomatié v imporan
bystandcrs, and even for thems
for the city as well as the ruler.

The organising municipalitics
ing statues were all burgl
they used public ordinanc

reat importance to the fact that the fiy.
¥} weeks before the actual performances,
es to remind everyone that it was crqc{al lt}zat every actop |
ime. To strengthen this demand, the municipalities ‘hfea_rened

would show up on e, B0 e can party b related o practical matters,as it wa
oYt f n acon i mising onstage. O che other ban, however i il
Iso have been a factor that the burghers had to be closely. bargh Pl;or[ a-nd
:ven the creation of the passage of the ruler. The fact rhsrblurg ers were performing
on the stages did not go unnoticed. In their accoun(sl, nol ‘efnefn[}?:cotqpmgmg the
ruler praised th clgance of he actreses and the manly poses of he actots. One of
the cleares examples i the performance of the City Maiden, a recurting figure in the
enteice whom the noble reporters describe in the kindest words. In the descriptions, a
dozen of which have survived, we see how the beauty of the civic girl and the beauty
21 [n his report of Philip’s entry into Antwerp

of her city become closely intermixed.2 r e
in 1549, Juan Cristobal Calvete de Estrella, a Spanish nobleman who accompanied

the prince during his entries in the Habsburg territories, describes the performance of

Antverpia as follows:

A young girl knecling saluted the Prince very respectfully and with a modest
expression on her face, Over a long dress in crimson satin, she wore a short robe
in white satin, and on her hair, instead of a garland, she had a beautiful two-foot
high tower like that of the church of Our Lady: this insignia, together with the
red and white colours of her dress, made her recognisable as the opulent city of
Antwerp.2

n the statue vivante of a girl elaborately dressed, everyone could literally and figura-
In th f a girl elaborately dressed, every Id literally and figura- |
tively §rand still for a certain amount of time and reflect on the grandeur of the city.
So besides the new identity of the central person, namely the new ruler, civic identity
was also reconfirmed by this public statue in the rite of passage.
In many cities of the Low Countries, the City Maiden welcomed the new ruler ona
platform, triumphal arch or pageant wagon right at one of the city gates, so directly ’
at the moment when the ruler entered the city.>* Thanks to this specific location, we
could say that the City Maiden ushered in the liminal phase. The start of the liminal |
phase of the joyous entries often relied strongly on tradition. For example, in Antwerp
practically nothing changed in the performance of Antwerp’s City Maiden Antverpia
o? Fher mgxglﬁcnpz pageant wagon for more than half a century, that is, from the entry
of Frangors Anjou in 1582 till the entry of Don Ferdinand in 1635.2 Time and again
the audience saw a richly dressed girl sitting silent and frog i ive throne.
Since the living statue of Antve, i e on an fmpressive ChrOft

c rpia appeared in precisely th in the yearl
Whitsun proc h 2 y the same way in the yearly
sun procession, her performance was strongly embedded in the girial of
the city.” Morcove, the Whitsun procession vr e e
it was also the traditional way to publicly p
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Figure 8.2 Pieter van der Borcht, ‘Antverpia Welcomes Albert and Isabella’, Engraving in
Jobannes Bochius, profectionis et
Belgit Principum Alberti et Isabellac . . ., 186-87. Antwerp: Officina Plantiniana,
1602. University Library Ghent, Acc. 1858.

thus having to find public acceptance.® So the ‘traditional extraordinariness’ of the
performance of the City Maiden was at least yearly used to introduce and to receive
approval for political change (Figure 8.2).

The history of Antwerp between 1582 and 1635 was turbulent. The entry of the
French Duke Francois d’Anjou in 1582 was a direct act of hostility towards the Habs-
burgs. Anjou’s appointment as the new Duke of Brabant meant that the Spanish King
Philip 11 was no longer recognized as sovereign, and this began an open revolt against
him.2* This atmosphere of defiance prompted an assertive performance of Antwerp's
self-confidence. Subsequent entries into Antwerp were performed after the Habsburg
reconquest of the southern teritories by Ernest of Austria in 1594, by Albert and
Isabella in 1599, and by Don Ferdinand in 1653.% These entries served to enforce
the power of the Spanish crown, so from the outset, the g:fformed submission of Ant-
verpia was once again crucial. Strikingly, it was Antverpia’s pageant of 1582 :h.\t was
reused. Calvinist strategy was thus app d to honor the Habsburgs—the sworn

enemy.” Thus, tradition was a crucial building stone in the ful}c(nonmg of‘t\\e statues
vivantes as public markers of liminality. Tradition surpassed in terms nf importance
the concrete political situation, even in one of the most turbulent periods in the history
of the Low Countries. Next to tradition, however, other factors of the living statues
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strengrhened the ‘traditional extra D e oy
ues referred to painting, tapestry &

ordinariness’s
nd sculpture in moSt r¢

+ the lieral sense of the word as ‘resembling
| hanting was close is famously exemplified
1458, There, only two decades after jts

Painting and Tapestry

Let us first look at the ‘picturesque I
2 painting’.* The fact that the lxyvkhw:: i
in Philip the Good's =nx:‘vuxj?(::£ :[;ged he famous altarpicce of the brothers Van
completion, bwh«l” e plprsch, the stage was separated into different levels,

gf’:)n{“f;v‘c‘]k e audicnce could admire a lving satue of lGod sitting C&lth(oned
o being accompanicd by Mary, John the Baptist and angels siging and making
music. oi another level, the held the central position; whether that

amb of God
e O e lamb or 4 model is not documented: It was approached from all
directions by worshippers. By

hoosing fo stage the altarpiece, the organisers used

this festive acension fo lay the accent on one of the city’s moSt precious possessions,
bu at the same time on its humility. The organizers urged Philip the Good to for-
give the barghers of Ghent,as they had tried to revolt against him, just as the Lamb
Bears the sins of the world.* However, in contrast with modern historians discuss-
ing the political message, we must not forget that instead of straightforwardly using
Van Eyck's altarpicce itself to publicly proclaim this message, burghers enacted it.
lity that Jan Van Eyck had developed to unprec- |

The suggestion of threc-dimensional n ¢
edented highlights in his use of perspective and in his paragone with sculpture

(most eminent in the grisailles of the Ghent altarpiece) was in 1458 emulated by

publicly staging living statues. ) .
The living statues of the joyous entries often showed a close interaction with paint-
the Bruges entry of Prince Charles,

ing. For the first frozen and silent performance
the fucure Emperor Charles V, in 1515, a forest was painted on the backdrop of the

stage. It is reproduced in the first book with prints devoted to a joyous entry, Remy
Dupuys’ La tryumphante et solennelle entréc (Figure 8.3). With the arrival of the
prince, a wild man opened one of the doors, revealing a scene of richly attired actors
re-enacting Bruges origin: the waldgrave Liederic divided territories, giving the city
of Bruges to his son Ganymede, who became the first lord of Bruges. The second door
was then opencd by a wild woman, treating the audience to a scene of the biblical
figure of Joshua. In this way, the Old Testament was linked with the founding story
of Bruges. The comparison supplied the local history with an illustrious example.
Moreover, Ganymede could be associated with the entering prince, who was scen
as the successor of the legendary hero. In January of that year, the young prince was
officially declated of age. From that moment on, he could fulfl his role as ruler over
the Burgundian territories. Throughout the entry in 1515,

ges of Liederic or the dry Canaan landsca,
the dry C pe of Joshua, Th i i
:ru:: }(l;vc s;rohng Sxml!annef, however, with the renews ofe 1::11;2;“: O:jnct:'): n:;}':l
- One of the most prominent igures hee was Joachim Patimi b il 1515, i
s 3

Monumentalising Burghers 183

SN

e

N

7 Z 7 R : Sy TN
s R
T R O DY

Y L e WMW///M

Figure 8.3 Remy Dupuys, ‘First tableau vivant of the joyous entry of prince Charles in Brugge,
18 April 1515 In La tryumphante entrée de Charles prince des Espagnes en Bruges
1515, Facsimile. Amsterdam: Theatrum Orbis Terrarum, 1973,
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yss : i rts as well, ;
Dupuys’s account. « affliations with other visual 2 , enforcing

The lvng satues "?:31‘13‘ Juan Cristobal Calvete de Estrella xf;peﬁr?day expresse
them as markers of i W passage from his account o Phili's cntry ngg
his admiration for the living SR Lo traditionally the first city inco which
i mdli.tga:de:xizz‘iu{g; Lo it entics. About the very first performance
the Burgundi s
there, Calvete de Fstrella writes:
i h majesty and ruthfulness ;
+ played thei roles with so much maj .
All the characters PV recogaize at fist glance which hero each representea:
e beving he - he hands, the heads, the com.

:  wde. the postion of the feet, the hand
;};:;: e o thereyesand ther bodie,the expressions o the actors, borl

P oo and men, offercd a marvellous spectacle: one could call it a living tapestry
(tapiz de figuras vivas)*
By speaking of a ‘tapic de figuras vivas’, Calvete de Estrella referred to the extremely
expensive tapestrics from the Low Countrics that for centuries and centuries had been
highly thought of in the whole of Europe in order to emphasize for his Spanish readers
the most remarkable attractions of the entrics in the Low Countries. ‘Thus, the Span-

fard acknowledges the extraordinary character of the stages with motionless actors
and makes this jable by linking it to a presigious medium far more familiar
to his Spanish readers. Moreover, Calvete de Estrella presents several parameters to
explain the success of the tapiz de figuras vivas. There is the recognisability of the repre-
sentation. The viewer could see immediately which character an actor enacted. Calvete
de Estrella highly esteemed the clarity with which the diplomatic message was commu-
nicated. Besides, he describes the performances as magestad (majesty) and maravillosa
(marvelous). Consequently, the tapz de figuras vivas had to raise great admiration and
wonder. Finally, the Spanish nobleman sces the extraordinariness of the stage, its immo-
bility, as a basic condition for their success. As this parameter is explicitly addressed
by foreign viewers only, local viewers must have taken it for granted. Nevertheless, the
way the actors succeeded in being totally frozen must have been an important factor in
the excitement raised by the performance, for forcign and local viewers alike.

Statues Vivantes

Even more than to painting and tapestry, however, the sixteenth- and seventeenth-
century reporters make references to sculpture, For example, when for William of
Orange’s entry into Brussels in 1578 an actress enacted the Greek mythological figure
of Andromeda in chains, the reporter writes that her appearance could have been
taken for a marble statue’ The practice of referencing Gracco-Roman sculpture 25

reiefrem;s can be found in the visual representations of the stages, indicating that the

perforing burghers were ‘monumentalised” into antique starngs,”

JTean fnda telling cxample in  sage of the 1496 entry of Joanna of Castil, the
P the Fair, into Brussels, where living searues publicly represented the
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Judgment of Paris. A o
by Parts hold theee Ei‘c‘:_r S};:Inmmc message was given. The three goddesses judged
of Venus. The French ars e’ Of Juno, the wisdom of Pallas, and the grace
che gifts that the three jmnr 2" ANe-Maric Legaré wries: “Reuniting in hersclf
appears as the ideal and e £09desses only own separately, Joanna of Castile
o ot oo ur ersal princess’ © What interests us here, however, is how
pose that naked womn o280 The drawing of the performance leads us to sup-

n performed in Joanna's entry (Figure 8.4). If we consider the

yous entry of Joanna of Casile in Brussels, 9 Decem-
5, fol. 57, Kupferstichkabinetts SMB, Bildarchiv preus-
049763

Figure 8.4 ‘Paris’ judgement in the jo)
ber 1496’. Manuscript 78D
sischer Kulturbesitz, Berlin, inv.no. 00!

Source: © bpk! Kupferstichkabinett, photo: Jorg P. Anders.
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! T during festive occasions, so acua]

arl
<5, in late medieval and
e ed body were moderate

, however,

y on STARE .
iy o7 90ty couldalo have worn clos
e becn mannequins.*! Due t0 2 lack of concrege
uld hav the Brussels performance. Ney.

public display of the n iy
madity might not be uled out COMPIECRL o ghat the postures of the fernale nudes
Historians have never put th 1 the middle of the drawing recalls ghe

clearly refer to antique sculptures fT,s]:cuﬁEul:: asiteles Aphrodite of Cnidus, which
maost famous female nude statuc of An ,j‘ and textual descriptions.® With one hang|
was preserved in countless Roman copies 3nd KO8 K T o efore the leg
she holds a veil and proects her “”gf"ﬁ;am'uf s axitles” original, of which ment
breast, this figure resembles a specfcs ; e Vemus and the Medici Venus are the
days the Aphrodite of Syracuse T 0 mmections with this Aphrodite type, follow.
o, s the gare in the middie was not the lovely Venus bug
e ;:Q:‘:;:??ﬁ With regard to Venus, the draughtsman th?f);e& “:1 represent the
moment swhen she turns away from the viewer. Thus, che body of the goddess of love s
the most obscurcd of the thrce. All the more since her back is covered by her long hai,
She has put ome of her hands on her buttocks rather explicitly, thus emphasising she is
making & pose. Besides the fact that the Graeco-Roman statues were used as a means
to evoke ancient goddesses, the specific setting heightened the statue-like character of
the three goddesses. Placed in front of a sort of Swiss weather house avant la lettre, the
elegant performers were moved on a rotating plate from one door to the other. Thus,
their well-considered poses could be totally fixed and were even more emphasised.
Gracco-Roman sculpture continued to influcnce the stages of the joyous entries in
the Low Countries and the monumentalising of the performing burghers. We alrcady
saw that the reporter of the entry of William of Orange into Brussels explicitly referred
to ancient sculpture. In the very same year, in 1578, Archduke Matthias had already
made his joyous entry into the city. The fact that two entries were organized so close
after each other illustrates the turbulent times. Marthias came at the request of the
country’s States General, which no longer recognized Governor Don Juan in this posi-
tion, but Philip I still supported the latter.# However, we have to be careful not to let
this polirical context entirely dominate our analysis of the entry, since these festivities,
as we have already scen, were certainly not disconnected from the rich tradition of

previous entrics.
A serics of 24 statues vivantes offered the Archduke various symbols of power. The

woodcuts from the official account by Jean Baptiste Houwaert show that each living
statue was performed on a simple stage, most frequently with a single actor or actress.
On one of these stages, we see Temperance offering a costly robe to the Archduke
(Figure 8.5). This cardinal virtue is represented in a traditional manner, as a woman
who pours water into a bow! of wine. An inscription poins to the allegorical meaning
of this scene: “Temperance decorates any person far more than only with rich dresses.
ishﬁ 3&;{: h.;bmghm (of noble character) the robe of honour, splendid and delight-
intead s meant o ey sand foran ute sig of richnes bt
] a g¢ Matthias to use temperance. By dressing the entering
:e]:: ldnl:ymbollc articles of clothing in this seris of stages, the Brussels municipality
ed him as a novice who entered, to repeat Edith and Victor Turner, ‘a ritual time
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and space that are berwixe
P i uiﬂmce‘;% :’Cd(iwtcn those ordered by the categories of past and
and clearly communicated by 5 g 5CLtSe Offeted by the living statues was coherent

“Tableau vivant of the joyous entry of archduke Matthias
In Sommare beschrijvinghe vande triwmpheliicke

Figure 8.5 Jean Baptiste Houwaert,
1579, $1. University Library Ghent, MEUL.

in Brussels, 18 January,1578".
Incomst . . . , plate XVIl. Antwerp,

000334.
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imilar to the ancient
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ype that has boc tion of Ve m the Roman period, as well a5

s of love, this opics frof Roman | :
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through representations on coins &
Naturalis Historia (35.156).

Theatricality s well as their speaking resemblances to
Thanks to their immobility and s»llrn;:r’c ‘“he living statues were ua_dixipnal in their
painting, tapestry and especialy SERECL (ol markers of liminality in the joyous
ook and o e 23 e e taciomat
i wich we ave seen a5 e 165 PR G i rferences o the eepre-
aordinaries was sl d6red Y BECRLE o icarion of everyday
senative status of the Saes (WS LR ihe fving statues ‘traditional extraordi-
life was exceeded. A last elECRE G conge of the word as resembling the the-
marincss” was theatricalit 3876 5y e mateur players of the Chambers of Rhetoric
atre. For this, we nen o8 of this chapter. Their rise and decline run parallel with -
mentioned in the intoducton & TR L nries, increasingly developing their role
the history of the living Statuts 7Pk oy and diminishing in importance
in the Low Countrics throughou the f e e e mutual nflaencing, the
;u?:lcm’css“::sacmblcd the living statues in the theatre performances of their time, all |
e more since often the Chambers of Rhetoric were responsible for both.
‘At a decisive moment in the plot of the plays, the Chambers of Rhetoric i:aged a
aronp of lving statues to specfy and strengehen the conclusion of the play.* Here,
e can once again speak of ‘traditional extraordinariness’, and this to let the central
message penetrate as strongly as possible. More precisely, these living statues served
as representations within the representation. In other words, at the moment when the
drama was coming to its end, the action was stopped, and a stage behind the stage
was revealed by raising the curtains. On this stage, another time and place than the
time and place of the theatre play was evoked. Often, the plays of the Chambers of
Rhetoric were strongly defined by allegories. Thercfore, they were situated in a time
and place that were related to the theatregoers but which were also relying on meta-
shorical meaning. Issues and occurrences of the theatregoers’ time and place were
epresented in such a way that they eventually pointed at a deeper, often moral mean-
ng. For example, the personage of the priest was staged in such a way that he was
learly recognizable for the audience, but this personage was not just an everyday
riest but a personification (we can even speak of an animation) of the abstract notion
£ good faith. By contrast, the living statues that were performed at the play’s conclu-
on did not vyork with ‘zllggoncal presence’ but evoked a time and place which was
ot shared with the speaking and moving characters on the front stage and \'{hich
s i s o e etegorrs. Generally, e 08
“Chrst or God siting enthroned, Wherens e e oo FinE O €0 ens of
e font e do not Share tme and gl with e s e ot

Yot thes seath e place with the statue vivante, they do comm
<y e stage behind them, thus making the moral of their story clear
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used to complex communication with ¢ the burghers from the Low Countries were

e veay Spotific rmmun e help of motionless and silent actors staged
';‘qua,esyof"dl,es, o ;’;: :Ivzixlrlsz tha seee pecfosmed regulrly onthe seets and
Tving statues in he plays of e Ch ‘z‘gks 0 the parallels in the staging of the
cntries which were o Ghambers o lhemnc, the living statues in the joyous
Consider what was shown o ape 5380, silaly urged the viewers t thoughitully
oead s deeper meanm anhe st dgplzacrel dnot 0 [:k; thesc stages at face value but
v time and place, it o Placewere voked thathad o b relatd tothie
- -ﬂ:: gl::aé:ﬁr?:ssifr:ﬁlzﬁmﬁs l:(n dzhe late medieval and early modern entries
e e s choscly .;;‘ e mbmany media, as they shared the same
e sy transmediality can b relatd tothe ceeation of ‘taditional

: ing statues successful markers of liminality. We
have scen how the picturesque aspect of the living statues from the 1458 entry into
Ghent, namely the duplication of the Ghent Altarpiece, was used to the fullest extent
but also linked o the theatrical power of the performance of this famous polyptych
by locals standing motionless and silent. The picturesque and the theatrical aspects of
this group of living statues enforced cach other. Similarly, the impact of the explicit
statuesque postures on the scenes of the Archduke Matthias® entry in 1578 strength-
ened the impact of the performance of the actresses. In this case, the combined forces
of sculpture and theatre ensured that the audience saw that there was more going on
than the Archduke only getting new clothing. The series of living statues performed
to welcome the Archduke was a powerful, transmedial marker of liminality and had
to make generally known that a new and ideal ruler was in the making. Thanks to
the fact that burghers were iving form to the public statues, the civic pride could
be expressed fully in this ritual. As actors given central attentions, burghers had an
important part in the political act. Even more, since they stood motionless and silent
and often resembled sculpture, we can speak of the Netherlandish cities monumental-
ising their burghers.
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