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The resulting tapestries are among the finest
and most expensive ever made in Brussels, the

foremost centre of this art in Europe. The artist
was Willem de Pannemaker and he and his studio

worked ceaselessly from 1548-1554 to finish them.

They are now in Madrid. However, the magnificent
cartoons survived in the Kunsthistorisches Museum
in Vienna. Their beauty and importance led another
Habsburg emperor, Charles VI, to commission
a second set to be woven from these cartoons
about 150 years after the original series. They were
executed by Jocundus de Vos 1712-21 in Brussels.
These 18"-century tapestries are now also in the
Kunsthistorisches Museum in Vienna. The lecture
looked at all three sets: the 16"-century cartoons
as well as the 16™-century and the 18™"-century
series of tapestries (figure 3 a-c).

)

Tapestries are figurative wefi-faced textiles
woven by hand. It is a courtly art, time-consuming
and hugely expensive. Warps are stretched on a
loom, arranged in such a way that there is a small
space between even and odd warps through which
the weaver passes coloured weft threads attached
to a handheld shuitle. His pattern is a detailed
and full-size cartoon. He works on the back of the
tapestry while looking at the cartoon placed beneath
his loom, so the finished tapestry will be inverted
when compared to the cartoon (figure 3 a-c). A
good painter will take this into consideration when
designing a cartoon for a tapestry. Price and quality
of a tapestry are determined by the quality of the
cartoon, the skill of the weaver, the fineness of the
work, and the quality of the silks and wool used.

The original contracts and receipts for the
cartoons and for both sets of tapestries survive:
they show, for example, that Vermeyen promised
to execute every detail with care, using only the
best colours and paper; the weaver, Pannemaker,
promised to use only the best wool from Grenada
and the finest silk from Lyon, and to employ seven
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Figure 3 a

Figure 3 b

Figure 3 ¢

workers simultaneously on each tapestry. We also
learn that a man was sent to Lyon for two years,
seven months and twenty-five days to oversee the
dyeing of the silk. According to the extant receipts,
Pannemaker used nineteen different colours of silk,
each subdivided into three to seven different hues.
He also used gold and silver threads, for which he
was paid separaiely. '

it was a huge series, the most expensive ever
commissioned, and when hung all together the
original twelve tapestries covered 100m? of wall
space. They were used for special occasions, such
as the wedding of Phillip Il of Spain and Queen
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Figure 4
Mary of England celebrated in London on August 7,
1554, or to welcome Ferranie Gonzaga to Brussels
in 1556. When Emperor Charles V abdicated and
withdrew to a monastery in 1556, his son, Phillip Il
sent the tapestries to Spain, where they remain fo
this day.

Of the original twelve tapestries ten survive in
Madrid. Of the original twelve cartoons, ten survive
in Vienna. However, as different ones are missing
from each set, we can recreate the whole series.

Tapestry One depicts a map with ships sailing
across the Mediterranean towards Tunis. It served
as an introduction to the whole series. Tapestry Two
shows Charles V mustering his troops in Barcelona
(figure 2). The emperor appears frequently in the
tapestries, always, however, in a background
scene. In this background scene, his bodyguard
accompanies him and the imperial heralds, while
a priest seated beneath an orange tree carefully
records the regiments in a large book. The Emperor’s
porirait is not the only one to be included in the
composition: in the foreground, riding beautifully
caparisoned horses, are the Duke of Alba and his
five-year-old son, and the Marchese di Mondeljar,
who was badly wounded in the subsequent
campaign. Vermeyen’s realism and love of detail are
striking. His designs need to work both from afar and
close-up, so he usually combines several scenes in
one composition, placing large, vividly-drawn figures
in the foreground and filling middle- and background
with sweeping views enlivened with many scenes
(figure 4).

The imperial fleet was commanded by the
celebrated admiral Andrea Doria from Genoa, whose
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Figure 5

portrait is also included: he is prominently depicted
on his flagship in the foreground of Tapestry Three.
On May 31, 1535, 300 ships left Barcelona and
headed for Cagliari, where they met up with a small
fleet manned by the Knighis of Saint John, before
setting sail for Tunis on June 14, 1535. The third
tapestry depicts their arrival on the African coast, with
ships dropping anchor, sailors drawing in billowing
sails and ships being unloaded. Vermeyen includes
many entertaining scenes: small boats used to ferry
people, animals and provisions to the shore filled
with everything from unwilling horses and goats,
to soldiers, musicians, praying monks and even a
nursing mother. On the shore in the disiance we see
the Emperor awaiting them on his charger and giving
orders about setting up camp near the Roman ruins
of Carthage, clearly visible in the distance.

The city of Tunis is located on the far side of a
shallow lagoon fed by two channels. A fort called La
Goletta was situated on orie of them. The next four
tapestries (i.e. Tapestries Four through Six) depict
the siege of La Goletta. All feature battle scenes, with
Vermeyen revelling in the depiction of the splendid
armour worn by the Ottoman soldiers, their bravery
and their celebrated riding and fighting skills (figure
5). But he also includes every-day scenes of life in
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a camp: women doing the washing,
soldiers talking, making music or
sleeping, and even a criminal on his
way to execution, tied by his feet to
a dromedary shown dragging him to
the waiting gallows.

The subject of Tapestry Seven is
the capture of La Goletta. Vermeyen
has composed a splendid naval
and land battle (figure 4). In the
foreground we see the Emperor and
Mulay Hassan (figure 3) in a small
boat, with the battle unfolding before
them and us. It is, however, not a
traditional naval battle but here for the
first time the ships’ canons are fired in
support of the army shown storming
La Goletta in the distance. The large
ship at the centre of the composition
is the Sant’Anna, the flagship of the
Knights of St. John. Probably the biggest and most
modern ship at the time, she featured six decks (two
below and four above the waterline), fifty canons on
two decks, an arsenal for 500 soldiers, a chapel, a
smithy with three blacksmiths, comfortable quarters
and a large dining hall for the officers, as well as a

g

garden at the stern with orange trees and flowers.

She even had her own windmill and bakery where
fresh bread was baked every day so that no-one
on the Sant’Anna was forced to eat zwieback. Her
armoured hull made her invincible, but her upkeep
proved too expensive and she was decommissioned
in 1540.

After the capture of La Goletta most generals
pleaded with the Emperor to return to Spain, but he
insisted on pressing on to reach Tunis. This proved
difficult as the unfamiliar terrain, the unrelenting
July sun and a lack of water made life miserable for
the Europeans. However, Khair ad-Din gave battle,
and this is depicted in Tapestry Eight. Again, a wide
panorama with a plethora of fighting scenes in the
background is portrayed, and some large animated
figures in the foreground fighting or advancing in or
around a small lake is also included. It is the largest
extant cartoon, measuring (although cut) almost 11
Y2 metres in length. After loosing this battle, Khair
ad-Din decided not to return to and defend Tunis but
to withdraw to Algiers, preserving the remainder of
his army.

Realising this, many of the Christian slaves in
Tunis managed to arm themselves and, with the
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support of most of the population,
opened the city’s gaies to the
imperial troops, who did not have
to fire a shot. A city that opened its
gates to an attacker was usually
spared. Unfortunately for Tunis,
the Emperor had already promised
his army the right to sack the city.
Nothing and no-one was spared and
many were killed or enslaved. Those
who survived and had somehow
managed to hide a few valuables
from the marauders were later
allowed to buy back family members.
Not surprisingly, these scenes of
carnage and pillage are glossed over
in the descriptions incorporated into
the borders of Tapestries Nine and
Ten, but Vermevyen includes a few
scenes of men, women and children
being dragged off into slavery, orof a
soldier staggering under the weight of his booty. The
tapestry illusirates a detailed view of the medieval
city of Tunis and a self-portrait (figure 6). On the far
right, Mulay Hassan can be seen astride his charger
being welcomed by his weary people.

A week later, the imperial army left Tunis and
moved into a camp at Rada. This is depicted
in Tapestry Eleven. The foreground features a
splendid procession of soldiers, slaves and exotic
animals. Among them vividly drawn emus and
dromedaries, signifying Vermeyen’s love of realism
and naturalism.

Tapestry Twelve returns to the beginning of the
series and shows the imperial army dismantling
their camp and provisioning and loading their ships
for the return voyage to Europe. The fleet lies at
anchor in the background, with the middle-ground
enlivened by countless figures going about their
business: soldiers singing and dancing, women
doing the washing, priests saying Mass or burying
the dead, soldiers collecting canon balls and, on the
right, the Emperor seated at a table about to sign
a new ftreaty with Mulay Hassan. On the shore we

see soldiers busily rebuilding the destroyed fort La ,

Goletta, which will now be manned by a Spanish
garrison. :

One of the stated aims of this campaign was to

' rid the Mediterranean of the threat to shipping posed

by Khair ad-Din. This, however, was not achieved.
Khair ad-Din had cleverly withdrawn to Algiers, and
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while the Spaniards were busy plundering Tunis he
assembled a new fleet and sailed off towards the
Balearic Isles, attacking the city of Malo on Minorca
and capturing 6,000 slaves and many cannons to
replace the ones he lost at Tunis. In the autumn of
1535, Khair ad-Din was recalled to istanbul to deal
with the Venetian navy, and in May 1537, 100 new
galleys under his command sailed out of the Golden
Horn, attacking southern Italy, islands in the Aegean
Sea, and defeating an imperial fleet commanded by
Andrea Doria in the Battle of Preveza in 1538. It was
due to Kheir ad-Din that the Ottomans remained
the foremost naval power in the sixteenth century.
He was made a Pasha and in 1546 he died, highly
respected in his palace on the Bosporus, age about
80. The Ottomans retook Tunis itself in 1574.

All this, however, did not prevent Charles V from
celebrating this short campaign as a major imperial
and personal victory. He left Africa on August 17,
1535 and sailed to Trapiani in Sicily, from where he
proceeded to Monreale, Palermo and then Naples.
At every stop he was hailed as a great victor and
the “defender of Europe against Africa and Asia,
his entry into Naples staged like a triumphal march.
It was probably for this occasion that his brother,
Ferdinand |, sent him the magnificent helmet and
shield made in Milan (figure 7). Full of allusions to
classical antiquity, they celebrate the Emperor as
the reincarnation of ancient heroes: the helmet is

”

shaped like an open Roman helmet and decorated
with the head of a lion. This is a reference to Hercules
who had slain the Nemean lion, turning the Emperor
into a new Hercules. Charles admired him more than
any other classical hero, choosing as his personal
emblem the columns of Hercules (at Gibraltar) with
the motio “plus ultra” (more than this).

Hercules is not the only intrepid warrior alluded
to here: the centre of the shield features the head of
serpent-haired Medusa, who was slain by Perseus,
another celebrated hero of Greek mythology. In
addition, there are four medallions with the portraits
of four Roman generals who conducted successful
African campaigns: Scipio, Caesar, Augustus and
Claudius. However, they also conquered paris of
Europe: Spain, Gaul (France), Germany, Ausiria and
parts of Britain, respectively. Charles V thus positions
himself as the legitimate successor of the ancient
Roman emperors, ruling like them over an empire
that comprised most of Europe, and vanquishing
his enemies to bring peace and a new Golden Age.
The imperial splendour displayed in the course of
Charles’ triumphal procession after his return from
the campaign against Tunis and the commissioning
of these tapestries both work as, and were perceived
by contemporaries as, splendid political propaganda,
even if the campaign had actually achieved little in
the way of permanent success.

Figure 1: Khair ad-Din Barbarossa;
anonymous; 16th century

Figure 3 b: Detail from The Capture of Cornelisz. Vermeyen, 1546-52; Vienna,
La Goletta Willem de Pannemaker, 1548-  Kunsthistorisches Museum, GG 2042

64; Madrid, Patrimonio National, S. 13/7

Figure 2: Detail from Mustering the
Troops at Barcelona; Jan Cornelisz.
Vermeyen, 1546-52; Vienna,
Kunsthistorisches Museum, GG 2038

Figure 3 c: Detail from The
Capture of La Goletta Jocundus
de Vos, 1712-21; Vienna,

Figure 6: Detail from The Capture
and Pillage of Tunis; Jan Cornelisz.
Vermeyen, 1546-52; Vienna,
Kunsthistorisches Museum, GG 2045

Kunsthistorisches Museum, T X/5

Figure 3 a: Detail from The Capture
of La Goletta; Jan Cornelisz.
Vermeyen, 1546-52; Vienna,
Kunsthistorisches Museum, GG 2043

Figure 5: Detail from A Failed
Attempt to Relieve La Goletta; Jan
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Figure 4: The Capture of La Goletta;
Willem de Pannemaker, 1548-1664;
Madrid, Patrimonio National S. 13/7
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Figure 7: Shield and Helmet; Milan,

¢. 15635, Vienna, Kunsthistorisches
Museum, A693, A 693a

All reproductions from: Der Kriegszug
Kaiser Karls V. gegen Tunis, exhibition
catalogue, ed. Wilfried Seipel,
Kunsthistorisches Museum Vienna, 2000
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