ABBREVIATIONS

Acquisitions, 1961. A. L. Freundlich, Renaissance Art
Acquisitions 1961, George Peabody College for Teachers.
Nashville, Tennessce, 1961.

Allentown, 1960. W. E. Suida and Fern Rusk Shapley, The
Samuel H. Kress Memorial Collection of the Allentown Art
Museunt. Allentown, Pennsylvania, 1960,

Atlanta, 1958. W. E. Suida (with notes by Reginald Poland),
Italian Paintings & Northern Sculpture from the Samuel H.
Kress Collection, Atlanta Art Association Galleries. Atlanta,
Georgia, 1958.

Baird. Thomas P. Baird, Dutch Painting in the National
Gallery of Art. Washington, D.C., 1960.

Birmingham, 1952. W. E. Suida, The Samuel H. Kress
Collection, Birmingham Musenm of Art. Birmingham,
Alabama, 1952.

Birmingham, 1959. W. E. Suida, The Samuel H. Kress
Collection, Birmingham Musenms of Art. Birmingham,
Alabama, 1959.

Broadley. Hugh T. Broadley, German Painting in the National
Gallery of Art. Washington, D.C., 1960.

Columbia, 1962. Alessandro Contini-Bonacossi, Art of the
Renaissance from the Samuel H. Kress Collection. The
Columbia Museum of Art. Columbia, South Carolina,
1962.

Cooke. Hereward Lester Cooke, Frech Painting in the 16th—
18th Centuries in the National Gallery of Art. Washington,
D.C,, 1959.

Denver, 1954. W. E. Suida, Paintings and Sculpture of the
Samuel H. Kress Collection. Denver Art Museum. Denver,
Colorado, 1954.

Einstein. Lewis Einstein, ‘Looking at French Eighteenth-
Century pictures in Washington’, Gazette des Beaux-
Arts, 6th ser., XLVII, 1956, pp. 213-50.

El Paso, 1961. Fern Rusk Shapley, The Samuel H. Kress
Collection. El Paso Museum of Art. El Paso, Texas, 1961.

Evans. Grose Evans, Spanish Painting in the National Gallery
of Art. Washington, D.C., 1959.

Gaya Nuiio. Juan Antonio Gaya Nufio, La Pintura Espaiiola
Fuera de Espafia, Madrid, 1958.

Houston, 1953. W. E. Suida, The Samuel H. Kress Collection
at the Museum of Fine Arts of Houston, an Introduction to
36 Paintings. Houston, Texas, 1953.

Kansas, 1960. W. E. Suida and Robert L. Manning,
Catalogue of the Samuel H. Kress Study Collection at the
University of Kansas. Kansas, Missouri, 1960.

xi

Kindlers. Kindlers Malerei Lexikon, 1-v, Zurich, 196471,

Martin. John Rupert Martin, Corpus Rubenianum Ludwig
Burchard, Part I, The Ceiling Paintings for the Jesuit
Church in Antwerp, London-New York, 1967.

Masterpieces. Huntington Cairns and John Walker, Master-
pieces of Painting in the National Gallery of Art, Washington,
D.C. New York, 1944.

Memplhis, 1958. W. E. Suida, The Samuel H. Kress Collec-
tion. Brooks Memorial Art Gallery. Memphis, Tennessee,
1958.

Memphis, 1966. W. E. Suida (revised by Michael Milkivich),
The Samuel H. Kress Collection. Brooks Memorial Art
Gallery. Memphis, Tennessee, 1966.

Miami, 1961. W. E. Suida and Fern Rusk Shapley, The
Samuel H. Kress Collection: a catalogue of European
Paintings and Sculpture. The Joe and Emily Lowe Art
Gallery of the University of Miami. Coral Gables, Florida,
1961.

Missouri, 1961. Fern Rusk Shapley, Valuable Art Collection
for University. Missouri, 1960,

New Orleans, 1953. W. E. Suida, The Samuel H. Kress
Collection. The Isaac Delgado Museum of Art. New
Orleans, Louisiana, 1953.

New Orleans, 1966. W. E. Suida (revised by Dr. Paul
Wescher), The Samuel H. Kress Collection. Isaac Delgado
Museum of Art. New Orleans, Louisiana, 1966.

Pageant. Huntington Cairns and John Walker, A Pageant
of Paintings from the National Gallery of Art. Washington,
D.C., 1966. 1-11.

Panofsky. Erwin Panofsky, Early Netherlandish Painting,
Cambridge, Mass., 1953, 1-11.

Ponce, 1962. Julius S. Held, The Samuel H. Kress Collection
of Italian and Spanish Paintings. Museo de Arte de Ponce.
Ponce, Puerto Rico, 1962.

Ponce, 1965. Julius S. Held, Museo de Arte de Ponce
Fundacion Luis Ferré. Catalogue I: Paintings of the European
and American Schools. Ponce, Pucrto Rico, 1965.

Portland, 1952. W. E. Suida, Handbook of the Samuel H.
Kress Collection: Paintings of the Renaissance. The Portland
Art Museum. Portland, Oregon, 1952.

Post. Chandler Rathfon Post, A History of Spanish Painting,
Cambridge, Mass., 1938-58, 1-x1v.

Raleigh, 1960. W. E. Suida and Fern Rusk Shapley, The
Samuel H. Kress Collection: North Carolina Museum of
Art. Raleigh, North Carolina, 1960.
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xii ABBREVIATIONS -

Réau. Louis Réau, Iconographie de I'Art Chrétien, Paris,
1955-59, 1; 11, I-2; I, I-3.

San Francisco, 1955. W. E. Suida, The Samuel H. Kress
Collection. M. H. De Young Memorial Museum. San
Francisco, 1955.

Seattle, 1954. W. E. Suida (with notes by Richard E.
Fuller), European Paintings and Sculpture from the Samuel
H. Kress Collection. Seattle Art Museum. Secattle, Wash-
ington, 1954.

Seymour. Chartles Seymour, Art Treasures for America,
Samuel H. Kress Collection. London, 1961.

Stange. Alfred Stange, Deutsche Malerei der Gotik, Berlin-
Munich, 1-x1, 1934~-61.

Suida. William E. Suida, Paintings and Sculpture from the
Kress Collection Acquired by the Samuel H. Kress Founda-
tion 1945-1951, National Gallery of Art. Washington,
D.C,, 1951.

Suida-Shapley. William E. Suida and Fern Rusk Shapley,
Paintings and Sculpture from the Kress Collection Acquired

by the Samuel H. Kress Foundation 1951-1956, National
Gallery of Art. Washington, D.C., 1956.

Thieme-Becker. Ulrich Thieme and F. Becker, Allgemeines
Lexikon der bildenden Kiinstler, Leipzig, 1910 f., I£.

Treasures. Huntington Cairns and John Walker, Treasures
from the National Gallery of Art. Washington, D.C., 1962.

Tucson, 1951. W. E. Suida, Twenty-five Paintings from the
Collection of the Samuel H. Kress Foundation at the Uni-
versity of Arizona. Tucson, Arizona, 1951.

Tucson, 1957. W. E. Suida, The Samuel H. Kress Collection
at the University of Arizona. Tucson, Arizona, 1957.

Tucson, 1961. R, M. Quinn (Version Espafiola de Renato
Rosaldo), Fernando Gallego and the Retablo of Ciudad
Rodrigo. Tucson, Arizona, 1961.

Walker. John Walker, National Gallery of Art, Washington,
D.C., New York, n.d. [1963].

Washington, D.C., 1945. Paintings and Sculpture from the
Kress Collection, National Gallery of Art. Washington,
D.C,, 1945.
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MASTER OF ST. VERONICA

The artist was active in Cologne in the first third of the
fifteenth century (possibly c. 1405-40). The stylistic
identification of this master is based upon the St. Veronica
with the Sudarium (Munich, Pinakothek), usually dated
between 1420 and 1430, formerly at the church of Saint-
Severin in Cologne. He was the outstanding painter in
Cologne between the time of Master Wilhelm (recorded
from 1358 to before 1378) and that of Stephan Lochner
(active ¢. 1430 to 1451). The master’s oeuvre seems to
originate in the extremely delicate, refined manner and
technique of the International Style as seen in k2000, and
then moves toward a more generalized, less subtle

approach.!

K2000 : Figure 1

Tue CrUcIFIXION. Washington, D.C., National Gallery
of Art (1390), since 1954. Tempera on oak with original
engaged frame. Cloudlets, angels’ wings and haloes are
incised or punched on gold ground. Painted surface:
16} X10in. (41-0X25-4 cm.). With frame: 18} X124 in.
(46:0X31-4 cm.). Unidentified collectors’ seals and the
number As322 (both on printed label and written in
crayon) are on the back, which was originally coated with
a layer of rust-colored paint. The letters INRI at top of
cross arc the Latin abbreviation for ‘Jesus of Nazareth the
King of the Jews’ (John 19: 19~20). The inscribed haloes are
so damaged as to preclude secure transcription. Presumably
the central inscription readsjusu, at therights. JoHANNEs,
at the left sALVE REGI[N]A MA[TER].

The paint surface has a large, very deep crackle pattern as
it did not adhere closely to the support. Many small losses
at lower left and right of the cross including area of
the kneeling figures. The monk’s face has been restored.?
Suida-Shapley, pp. 126-7, Cat. No. 48. Reproduced in
color in Broadley, p. 15.

Seen against a gold ground, this mystical vision of the
Crucifixion includes the standing, mourning Virgin at the
left and St. John the Evangelist at the right. Though the
upper part of the cross is scen frontally, parallel to the
picture plane, the base is placed obliquely, turned sharply
to the right-a convention of contemporary Cologne
painting. Longinus, in sumptuous, medicval knightly garb,

kneels to the left of the cross, his praying hands enclosing
the lance, which is parallel to the cross and near the wound
in Christ’s side. Four diminutive flying angels hold chalices
to catch drops of the Holy Blood from the wounds of the
dead Christ. A fifth angel flies above the monk, arms folded
against breast in grief. Globules of blood are seen on the
young, tear-stained faces of Mary and John, who stand
immediately below Christ’s hands. Blinded after piercing
Christ’s side, Longinus’s sight was restored by the Holy
Blood, and he was venerated as the first Gentile to recognize
the divinity of Christ.® The Kress panel’s emphasis upon the
Holy Blood and Longinus’s lance links it to devotional
subjects executed in Germany, where the Holy Lance was
a major relic, incorporated in the regalia of the Holy Roman
Empire, revered at Cologne, Aachen, Prague, and else-
where.4

A young Carthusian monk, depicted kneeling to the right
of the cross, his hands folded in prayer, probably had this
small devotional altarpiece placed above a prie-dieu in his
residence. This was presumably the Charterhouse of St.
Barbara at Cologne, the city where the founder of the
Order, St. Bruno, was born. Established in 1334, the
Charterhouse was extremely well endowed by the early
fifteenth century by which time its prosperity and patronage
were comparable to that of the Duke of Burgundy at
Dijon.5 The Kress panel probably reflects an order like the
Duke’s to his painter Jean de Beaumetz, calling for about
twenty-five panels showing the Crucifixion with a kneeling
Carthusian, to be placed in monks’ cells.® The Carthusians
shown in the two remaining Dijon panels bear a very
strong resemblance to one another. It may be that k2000,
like the Dijon series, is not intended to portray a specific
monk. The young, kneeling figure is probably a generalized
image of individual Carthusian devotion. Such an inter-
pretation is strengthened by the strong physiognomical
correspondence between the youthful St. John and the
monk. K2000 is approximately contemporary with the
Cologne monastery’s extensive building campaign of 1391~
1405, at which time Duke Wilhelm von Jiilich (1360-1408)
made a large donation for an antependium; the German
Duke may also have been the donor of the devotional
panels in the individual monastic cells.” k2000 may date
from c¢. 1407, when King Ruprecht placed the Charter-
house under the protection of the Holy Roman Empire.®
Another Crucifixion (Baltimore, Walters Art Gallery) of
approximately the same size as k2000 has many of the
same stylistic and symbolic features, and was also painted
for a Carthusian institution.?



K2000 was first published and attributed to the Veronica
Master by Liithgen, who saw the panel’s style as moving
away from late fourteenth-century linearism toward a
new concern with illusionism characteristic of the Cologne
master.® In 1923 Forster regarded k2000 as by an
unidentified painter active 1380-90, but linked the
Crucifixion with the Munich Veronica and with a series
of thirty-five scenes from the Life of Christ (Berlin,
Staatlichc Muscen), all generally accepted as works by the
Veronica Master. He noted the survival of High Gothic
form in the depiction of Mary and John! In the same
year, Schacfer maintained the Cologne origin for k2000,
but neither by the Veronica Master nor the artist who
painted the Virgin and Child with the Sweet Pea (Nuremberg,
Germanisches Nationalmuseum), occasionally identified
with the Veronica Master. He concluded that k2000 is by
an otherwise unknown follower of Master Wilhelm 12
Although placing his discussion of x2000 with that of the
ocuvre of the Veronica Master, Schweitzer viewed it in
1930 as a highly problematic school picce of ¢. 1400 by an
individualistic, uniquely gifted master who may well have
been active in Aachen rather than Cologne - the author of
a Trinity (Miinster, Landesmuscum) and the paintings on
the Karlschrank (Aachen).® In the following year, Forster
accepted the Veronica Master attribution.’ These views
were repeated by Vollmer.!® In 1938, Stange considered
K2000 as fully consistent with the style of the Veronica
Master’s Calvary (Cologne, Wallraf-Richartz Museum),
but, as first recognized by Forster, the slight differences in
color and form arc to be explained by an eatlier dating
for k2000, closer to the mode of the late fourteenth
century.}® Suida-Shapley dated the Crucifixion 1400-10
(pp. 126-7). In 1957, Forster once again placed k2000
among the early works of the Veronica Masterl? Suida-
Shapley’s dating was accepted by Seymour (p. 18). Forster,
in 1961, dated x2000 shortly before the View of Cologne
with the Martyrdom of St. Ursula (Cologne, Wallraf-
Richartz Muscum), which can be rcliably dated 1411-12.18
Pieper dated k2000 ¢. 1400, as the Veronica Master’s
carliest known work, reflecting the origins of his style in
the courtly art of the Duke of Berry at Bourges and that of
the Duke of Burgundy at Dijon.!® k2000 is more delicate
in color and concept than the bulk of the ocuvre
associated with the Veronica Master. The St. John recalls
polychrome sculpture of the fourteenth century. Schweit-
zer's doubts as to a Veronica Master attribution to the
Crucifixion may perhaps prove correct, but, as that scholar
recognized, this does not diminish the great beauty and
importance of the painting as a major example of early
fifteenth-century Lower Rhenish art.

Provenance: Carthusian monastery of St. Barbara in
Cologne (?), commission ¢. 1407 (), dispersed after 1794.
Dr. Richard von Schnitzler, Cologne as early as 1921, lent
to Cologne, Kéolnischer Kunstverein, 1922, Cat. No. 6o.
New York, M. Knoedler and Co. Kress acquisition 1954,
exhibited - Cologne (Wallraf-Richartz Museum) Kolner
Meister der Spétgotik, 25 Mar.-28 May 1961, published on
an unnumbered, unpaged catalogue insert.
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References: (1) For the life and works of the Veronica
Master, see Klaus-Heinrich Schweitzer, Der Veronikameister
und sein Kreis, Bonn, 1935; H. Rciners, Die Kilner
Malerschule, Ménchen-Gladbach, 1925, pp. 32 ff.; Otto H.
Forster, ‘Um den Meister der Veronika’, Wallraf-Richartz
Jahrbuch, x1x, 1957, pp. 225~52. (2) For the appearance of
K2000 prior to recent conservation, sce Forster, Die
Sammlung Dr. Richard von Schnitzler, Cologne, 1931, pl. 1.
(3) Sce Réau, m, 2, pp. 812-15; Albert Biihler, ‘Dic heilige
Lanze, cin ikonographischer Beitrag zur Geschichte der
deutschen Kleinodien’, Das Miinster, xv1, 1963, pp. 85-116.
Augustine interpreted the water and blood which sprang
from Christ’s side from the lance wound (John 19:20-3)
as the emerging sacraments of Baptism and the Eucharist.
Thus the angels’ gathering of blood in chalices in x2000
may prepare for the Mass. (4) Biihler, op. cit., p. 85 ff. (5)
See Otto Braunsberger, ‘Die kolner Kartiuse’, Stimmen der
Zeit (Katholische Monatschrift fiir das Geistesleben der
Gegenwart), 1918, pp. 134-52; J. J. Merlo, ‘Kunst und
Kunsthandwerk im Kartiuserkloster zu Koln', Annalen des
historischen Vereins fiir den Niederrhein, 45, 1886, pp. 1-26;
Paul Clemen, Die kirchlichen Denkmdler der Stadt Koln, by
L. Amtz, H. Rahtgens, H. Neu, H. Vogtz, Diisseldorf,
1934, pp. 137-77. (6) For panels ordered for the Charter-
house of Dijon, see C. Monget, La Chartreuse de Dijon,
Montreuil-sur-Mer, 1898, 1, pp. 44-5; Charles Sterling,
‘GBuvres retrouvées de Jean de Beaumetz, Peintre de
Philippe le Hardi’, Miscellanea Erwin Panofsky, Musdes
Royaux des Beaux-Arts, Bulletin 1v, 1955, pp. $7-82; Henry
S. Francis, ‘Jean de Beaumetz: Calvary with a Carthusian
Monk’, Bulletin of the Cleveland Museum of Art, Nov. 1966,
pp- 329-38; for later examples in Northern Europe, see
R. van Luttervelt, ‘Schilderijen mit Karthuizers, uit de late
15de en de vroege 16de eeuw’, Oud-Holland, 1xv1, 1951,
pp- 75-92. For a major earlier Lower Rhenish composition,
see the Crucifixion with Canon Hendrik van Rijn (Antwerp,
Musée des Beaux-Arts). (7) There is documentation for the
antependium in Cologne, Historisches Archiv, Kartiuser~
kloster, Repertorium und Handschriften, no. 9, fol. 41
verso. Information courtesy of Dr. Wegener, Stadt-
archivassessorin, 8 Jan. 1969. (8) Braunsberger, op. cit.,
p- 13s. (9) The panel came from the Chartreuse de
Champmol (Dijon). For its Cologne links, sec J. de Coo,
‘De unicke voorstelling van de “Jozef-kousen” in het
veelluik Antwerpen-Baltimore van ¢. 1400°, Oud-Holland,
LXXIII, 1958, pp. 186-91. (10) E. Liithgen, Rheinische Kunst
aus Kalner Privatbesitz, Leipzig, 1921, p. 63. (1x) Forster,
Die Kélnische Malerei von Meister Wilhelm bis Stephan
Lochner, Cologne, 1923, p. 41. (12) Karl Schacfer,
Geschichte der Kolner Malerschule, Cologne, 1923, p. T0.
He erroneously described the Kress panel as containing two
kneeling donors. Possibly Schaefer confused k2000 with
another work attributed to the same master. (13)
Schweitzer, op. cit., p. 70. (14) Forster, Die Sammlung
Dr. Richard von Schuitzler, op. cit., p. 21, Cat. No. 1. (I5)
Thieme-Becker, XxXxvi1, pp. 343—4. (16) Stange, 11, pp. 56-8.
(17) Forster, 1957, op. cit., pp. 245, 252. (18) Forster, Das
Wallraf~Richartz Museum in Kéln, Cologne, 1961, pp. 13~
14. (19) Paul Picper, ‘Meister der hl. Veronika’, Kindlers,

v, pp. 667-9.
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FRANCONIAN SCHOOL
Mid XV Century
k1857 : Figure 5

THE MIRACULOUS MASS OF ST. MARTIN. Allentown,
Pennsylvania, Allentown Art Museum (61.45.G) since 1960.
Mixed technique on finely woven canvas on pine. 363 X
323 in. (91-7%83-2 cm.). The panel has several vertical
splits necessitating some restoration before acquisition; the
dark background may perhaps be a later addition; old
scratches are through face and hands of Martin and acolyte.
There arc pentimenti for the mitre slightly to the right of
the present position; most of the straight-cdged elements
of x1857 have been incised, preparatory to painting.
Cradled at unknown date.

Allentown, 1960, p. 86 (as Franco-Rhenish, «c. 1440).
Reproduced in color in George Ferguson, Signs and
Symbols in Christian Art, New York, 1954, plate xiv.

A Roman legionary of Hungarian birth, Martin was
converted ¢. 356, and became the apostle to the Gauls and
founder of French monasticism. He was clected Bishop of
Tours in 370 and died in 397. He became a patron saint of
France,! revered throughout Europe, where more than
4000 churches were named after him. His Miraculous Mass
does not appear in the first accounts of the saint by Sulpice
Sévere and Gregory of Tours, but was described by
Jacobus de Voragine in the mid-thirteenth century: “Wide
was his pity for the poor. Once when he was on his way
to the Church for some solemnity, a naked beggar followed
him, and Martin ordered his archdeacon to clothe the poor
man. But the archdeacon being in no haste to do this,
Martin went into a closet, gave his tunic to the beggar, and
bade him be off at once. When the archdeacon admonished
him to set out for the solemnity, he said, speaking of him-
self, that he could not go until the poor man had received
a garment. The archdeacon could not understand his
meaning, because, since the saint was outwardly covered
by his cape, the other could not see that he was without a
tunic; wherefore he pleaded that the poor man was no
longer there. But Martin said to him: “Let a tunic be
brought, and the poor man will no longer need to be
clothed!” At this the archdeacon went into the market,
and bought for five pieces of silver a cheap, short tunic
called a paenula, an “almost-nothing”; and snatching it up,
he came and threw it angrily at Martin’s fect. The saint put
it on secretly, and found that the sleeves came oily to his
elbows, and the hem to his knecs; and so he went to
celebrate the Mass. While he was engaged in the sacrifice,
a globe of fire appeared above his head, and was seen by
many; therefore he is said to be equal to the Apostles.’

K1857 shows the Mass at the time of the elevation of the
Host, when a miraculous flaming orb or oriflammnie suddenly
appeared above Martin’s head, symbolizing both the ardor
of his charity and the manifestation of the Holy Spirit to
the bishop-saint, who, as apostle to the Gauls, parallels the
first Apostles at the moment of the Pentecost. The size of
k1857 suggests its function as the major member of an
altarpiece that may originally have extended somewhat

further to the left and right so as to complete the design of
the altar and the surrounding space. Such slightly greater
horizontality (together with the possibility of wings or
other additional scenes) would have echoed that of the
actual altar below. Supposition of some reduction in size
for x1857 is substantiated by loss of its original borders;
the present dark-colored background may be a later
addition, obscuring changes ensuing from the isolation of
k1857 from its original context. The subject of the
Miraculous Mass, especially that of St. Gregory, became
current in the later fifteenth century with the new concern
for Eucharistic devotions. The priestly garments worn by
St. Martin at the moment of the clevation of the Host
symbolize the sacrifice of Christ on the Cross: the pearl-
studded cross on the chasuble and the appliqué rectangle
on the alb refer to the Crucifixion and to the nail block
tormenting Christ on the road to Calvary. Similarly, the
purple coloring of the altar masonry may refer to the
lapis purpureus of the Stone of Unction.® The kneeling
deacon, holding Martin’s episcopal crozier in the right
hand and a missal in the left, wears a dalmatic of green
brocade like that of St. Martin with an alb beneath. A
missal on a stand is on the altar to the left of the chalice.
Martin’s episcopal mitre is scen at the extreme right of the
altar near a cupboard containing cruets, an oval box, a
bound book, and a larger vessel below. k1857 may have
been commissioned for an abbey church, as the life of the
saint was so concerned with the development of monas-
ticism in Northern Europe. One of the few other con-
temporary examples of this subject, the Jacomart Bago
Altarpiece, was painted for the monastery at Segorbe (now
in the Museo Provincial, Valencia).

k1857 was regarded as a work of the French School of
¢. 1440 at the time of purchase in 1951 but was catalogued
as Franco-Rhenish, ¢ 1440 by Shapley, on the basis
of ‘the calm gravity of the faces’ and the style of the
painting on the altar. The painting includes an unusual
triptych placed upon the altar depicting four female saints
adoring the Virgin and Child: Barbara and Ursula (or
possibly Christina) are on hinged panels at the extreme left
and right, with Dorothy and Mary Magdalene to the left
and right of the Virgin on the central, fixed panel. The
triptych, with its Schéne Madonna central group, was
probably designed by the painter of k1857 in a deliberately
archaizing manner. The row of fleurs-de-lis crowning the
painted altarpicce and bordering the paintings within may
allude to the association of St. Martin with France. His
oriflamme — emblem of the flaming purity of his charity -
was seen immediately in front of the fleur-de-lis, later
symbol of the kings of France. The possibility of a
Franconian origin for this panel may perhaps be reinforced
by the fact that the traditional pilgrimage center of the
Franks was the sepulchral shrine of St. Martin at Tours.
The work of an accomplished master, The Miraculous Mass
of St. Martin shows the lucid stereotomy first established by
the painting of Campin in Tournai and soon emulated
throughout Northern Europe. The anonymous master of
K 1857 may have been trained by an artist of the generation
of Hans Multscher or Konrad Witz or himself be their
contemporary. The forceful simplicity of the composition,
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with its emphasis on clearly defined space and an austere,
direct approach, recalls the somewhat lincar abstract
manner of the artists of Lower Franconia, around
Wiirzburg and Bamberg. However, these characteristics
are also to be found in the art of Westphalia, the environs
of Geneva, and elsewhere. The oblique placement of the
altar is often seen in Upper and Middle Rhenish art, where
architectural elements are similarly disposed as a space-
creating device. As closely related comparative material
has not been found for x1857 the possibility of other
regions for its origin should not be excluded.

Provenance: Licchtenstein Palace, Vienna. New York,
Frederick Mont and the Newhouse Galleries Inc. (as French
School, ¢. 1440). Kress acquisition 1951.

References: (1) Réau, m1, 2, pp. 900 ff.; A. Lesoy de la
Marche, Saint-Martin, Tours, 1881, p. 348; Joseph Braun,
Tracht und Attribute der Heiligen in der deutschen Kunst,
Stuttgart, 1943, cols. s09-12. (2) The Golden Legend of
Jacobus de Voragine, translated by Granger Ryan and
Helmut Ripperger, London, 1941, pp. 669-70. The scenes
from Martin’s life immediately preceding the miraculous
Mass, Martin and the Poor Man and Martin with the Arch-
deacon and Cloak, are shown in early fifteenth~century
cmbroidered roundels at the Musée Historique des Tissus,
Lyons. See Margarct B. Freeman, The St. Martin Em-
broideries, New York, 1968, pls. 12, 13. (3) Nicolas
Choniate, De Manuele Comneno, Lib. vir; Migne, Patrologia
Graeca, 139, cols. 571 ff. Cited by Mary Ann Graeve,
“The Stone of Unction in Caravaggio’s Painting for the
Chicsa Nuova’, Art Bulletin, X1, 1958, pp. 223-38. The
unusual rectangular hanging studded with stars of pearl is
one of two angularia first used in the fourteenth century.
Joseph Braun, Der christliche Altar in seiner geschichtlichen
Entwicklung, Munich, 1924, 11, pp. 84 ff. (4) According to
the curator of the Fiirstliche Liechtensteinsche Gemilde-
galeric Vaduz, Gustav Wilhelm, k1857 was Inventory
No. 14955, and was kept in the depot of the family palace
in Vienna, where it was recorded in 188s.

JOHANN KOERBECKE

The artist was probably born in Munster in the first
decade of the fifteenth century (14072), where he died on
31 July 1401. His identification with the painter of the
High Altar and other works for the Cistercian monastery
of Marienfeld at Munster was made by Nordhoff:! First
recorded at Coesfeld in 1432, Koerbecke was already a
property owner at Munster by that date. A house listed as
his in 1471 was sold by the prosperous painter’s second wife
after his death. His son and grandson were also artists. An
outstanding North-west German painter, Koerbecke com-
bined realistic elements from early Netherlandish art and
from his predecessors: Meister Franke, Conrad von Soest,
and the late work of Stephan Lochner. Picper suggested a
Cologne residence for Koerbecke ¢. 14502 The painter’s
vigorous manner has an unusual emphasis on the linear,

which is related to the powerful engravings of the Master
E. S. With the Master of the Schoeppinger Altar and the
Master of the Life of the Virgin (Iserlohn), both of whose
junior Koerbecke may well have been, a new, highly
expressive art was brought to Westphalia. Hans Bornemann
has been proposed as a major influence on Koerbecke.
Little is known of Koerbecke’s art prior to the Marienfeld
Altar, his major, most monumental achievement, to which
k2156 belongs. The Passion cycle on the wings of an altar
from Langenhorst (Munster, Landesmuscum) may be an
carly work.

K2156 : Figure 6

THE AsCENsION. Washington, D.C., National Gallery
of Art (1528), since 1959. Mixed technique on oak. Gold
ground, with extensive tooling for haloes, flames, rays, etc.
363 X254 in. (92:6X64-8 cm.). Numerous pentimenti in
the drapery of St. Peter. Much of the composition lightly
incised. An old photograph (No. 603-30/a, Frick Art
Reference Library) shows that k2156 was formerly much
overpainted throughout the central vertical section to
obscure losses caused by split (along old join?). The
original color of the clouds has turned to dark green.
Cradled. In 1957 and 1958 blisters secured with aqueous
adhesive; slight restoration above head of apostle at
extreme left and elsewhere by Modestini.

Reproduced in color in Broadley, p. 17.

Christ appears immediately above the curved rock of the
Mount of Olives, which was believed to have borne his
unerasable footprints. He looks to the lower left, where
the kneeling figures include the praying Virgin (the only
one to have a halo) embraced by St. John. They follow
Christ’s charge from the cross to view each other as mother
and son (John 19:26-7). Five Apostles are behind them.
Petcr, most prominent of the Apostles, kneels in the right
foreground, nearest the rock, with Paul and four others
behind. The rectangular panel is given an arched format
by the cloud-rimmed spandrels at the upper left and right,
occupied by tiny angels. k2156 shows Christ of the
Ascension (Luke 24:50-3; Acts 1:9-12), scated in the
clouds, blessing Mary and the Apostles. (". . . he was taken
up; and a cloud received him out of their sight’, Acts 1:9).
Christ holds the triumphal red banner cross of the Resur-
rection, with which he opened the Gates of Heaven for the
Just - those who died before him and were brought by him
from Limbo to Heaven. The Just appear in half-length in
two cloud crescents to the left and right of the central
cloud, upon which Christ is seated. They include, to the
upper left, from top to bottom: Aaron, with flowering
branch, St. John Baptist (Lamb), Moses (Tablets of the Law
and horns), David (crown and harp); an elder with a
sword is at the upper right, Gideon (with flecce below),
followed by two elders without attributes.t Koerbecke’s
composition of k2156 is close to thosc of the Last Judgment,
where Mary is similarly placed. In German cycles of the
Life of Christ, the depiction of the Ascension is often
followed by that of Pentecost, which took place ten days
later, but in Marian cycles, such as the Maricnfeld Altar,



Texe Fig 1 Reconstruction of the Marienfeld Altar
by _]nfl.dlm Kaoerbecke (see K 2156).
1 Presentation of the Virgin (Cracow, Muzeum
MNarodowe)
2 Anmumeiation (Chicago, Art Instituee)
3 Nativity (Nuremberg, Germamisches
Nationalmuscum).
4 Adoration of the Magi (lost).
5 Presemtation in the Temple (Miinster, Landesmuseum
6 Christ and Mary Enthroned in Heaven (Rhineland,
private collection).
7K 2156,
& Assiwmption of the Virgin (Lugano, Thyssen
Collection),
9 Arrest of Christ (Dortmund, private collection).
1o Flagellation (location unknown).
11 Mockimge of Christ (Miinster, Landesmuseum).
12 Judgment of Pilate (Miinster, Landesmusceum).
13 Road 1o Calvary (Berling Staathiche Muscen).
14 Crucifixion (Berlin, Staatliche Museen),
15 Entombment (Miinster, Landesmuseum),
10 Resurrection (Avignon, Musée Calver),

Text Fig 2 Reconstruction of the Last Judgment Triptych by Tyrolean Master, ¢. 1500, Center is K 1878, Wings are in the Ruzicka Stiftung,
Zurich.



Tex

Text Fig 4 Small Crucifixion by Griinewald (g 1938) betore restoration Text Fig § Reproductive print by Raphael Sadeler after the Small
of 1922 Crucifixion by Griinewald (K 1038).
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the Pentccost is often omitted or conflated with the
Ascension, which was then placed next to the scene of the
Assumption of the Virgin. This is true for k2156, where
the tongues of flame and the animated gestures of some of
the Apostles suggest the gift of tongues of the Pentecost.
An cven more elaborate depiction of the Ascension than
k2156, by the Master of the Heilige Sippe (Nuremberg,
Germanisches Nationalmuseum), has a similar conflation
and juxtaposition.® The Ascension is one of sixtcen panels
painted for the wings of the High Altar of the Cistercian
Abbey Churchat Marienfeld. Both the abbey and altar were
dedicated to the Virgin. According to Sommer, a small
wooden, originally gilded statue (dating from the 1430s or
early 1440s) of the scated Virgin and Child, 6o cm. high,
still at Maricnfeld, was originally placed in the middle of
the altar, whose central section was a large gilded reliquary
shrine (sce Text Fig. 1 for a reconstruction).

Scen when the altar was open, the statue and many relics
were flanked by wings with four scenes from the Life of
the Virgin at cither side, painted on gold ground. When
closed, the wings showed cight Passion scenes against a
naturalistic background. A partial payment to Koerbecke
was given in 1456 ‘since the panels on our highest altar
were finished’.” Installed on 6 February 1457, the altar was
consecrated on the following 25 January. Restored in
1516-17, and again in 1533-34, the High Altar was dis-
mantled and replaced between 1661 and 1681, and described
shortly thereafter by Pater Hermann Hartmann in an
abbey chronicle.®# The wings were sawed through,
scparating the front and back panels.

On 20 February 1804, a year after the abbey was secularized,
320 paintings were removed for auction, including those
of the High Altar (Cat. Nos. 147-62). However, the latter
were withdrawn upon the recommendation of a govern-
ment inspector, the painter Johann Christoph Rincklake,
with four other pictures, destined for the Berlin Academy.®
Instead, the sixteen Marienfeld panels were dispersed.
k2156 re-emerged in 1912. For the past fifty years scholars
have tried to reconstruct the original appearance of the
Marienfeld Altar. Of these, the most recent, that of Pieper,
is convincing and is the major source for Text Fig. 1.10
When open, the upper left pancl in the left wing would
have shown the Presentation of the Virgin (Cracow, Muzeum
Narodowe); the right, the Annunciation (Chicago, Art
Institute) including the arms of the donor Abbot Arnold
von Bevern, and those of Munster and the Cistercian order;
to the lower left the Nativity (Nuremberg, Germanisches
Nationalmuscum); at the lower right, a lost Adoration of
the Magi. The upper left panel of the right wing showed
the Presentation in the Temple (Munster, Landesmuseum);
to the right Christ and Mary enthroned in Heaven (Rhineland,
private collection), k2156 at the lower left, and the
Assumption of the Virgin (Lugano, Thyssen Collection) to
the right. The outer pancls are: the Crucifixion and Road
to Calvary (Berlin, Staatliche Museen); the Arrest of Christ
(Dortmund, private collection); Flagellation (location un-
known); Resurrection (Avignon, Musée Calvet); Mocking
of Christ, Judgment of Pilate, and Entombment (Munster,
Landesmuscum). According to Sommer, the Resurrection
was on the outer side of k2156 whereas Picper placed the

2

Judgment of Pilate there. Stange listed the Ascension as among
the last panels painted for the altar, and showing remarkable
development from the far more conservatively oriented
scenes starting the Marian cycle. He saw k2156 and the
adjacent Assumption as bringing a new and never-to-be-
cqualled monumentality to Westphalian painting.!* This
panel and the serics to which it belongs forms a major
monument of West German painting of the 1450s, showing
a vigorous style based in part upon Netherlandish art.

Provenance: Part of High Altar installed in 1457 for the
Cistercian Abbey Church at Marienfeld, Munster; dis-
persed 1803. Charles Léon Cardon, Brussels, exhibited —
Brusscls, Exposition de la Miniature, Mar.~July 1912, Cat.
No. 2051, as ‘Anonyme (Ecole de Souabe XVe sitcle)’.
Rudolf Chillingworth, Nuremberg (sold Lucerne, Galerie
Fischer, 5 Sept. 1022, p. 21, Cat. No. 47). Exhibited -
Zurich, Kunsthaus, Sept—Nov. 1921, Gemdilde und
Skulpturen 1430-1530, Cat. No. 46, presumably lent by
Rudolf Chillingworth. Munich, Julius Bshler (1934,
Ausstellung Altdeutsche Kunst, Cat. No. 38, p. 12). Zwicky
Collection, Basel-Arleshcim, exhibited — Bern, Kunst-
muscum, Gemdlde und Zeichmmgen alter Meister; Kunst-
handwerk aus Privatbesitz, Oct. 1944-Mar. 1945, Cat. No.
11; Munster, Landesmuseum, Westfilische Maler der
Spitgotik 1440-1490, 20 June-30 Sept. 1952, Cat. No. §7.
New York, M. Knoedler and Co. Kress acquisition 1957.

References: (1) J. B. Nordhoff, ‘Kunstzustinde cines reichen
Klosters um 1700°, Repertorium fiir Kunstwissenschaft, v,
1882, p. 307; Bonner Jahrbiicher, 1xxxvi1, 1889, p. 137;
Kunst- und Geschichtsdenkméler Westfalens, 11, 1889. For a
recent resumé of the Koerbecke biography, sce Paul Pieper,
‘“Westfilische Maler der Spitgotik 1440-1490°, Westfalen,
XXX, 1952, pp. 77-132, 93—4, Cat. No. 57; Stange, vI1,
pp.- 14-15. All known documentation published by
Johannes Sommer, ‘Johann Koerbecke: Der Meister des
Marienfelder Altares von 1457’, Diss., Bonn, 1937. (2)
Pieper, op. cit., p. 94. (3) Harold Busch, Meister des Nordens:
die altniederdentsche Malerei 1450-1550, Hamburg, 1940,
p. 68, Cat. No. 200. (4) ‘Aaron’ may possibly be Elijah,
Jeremiah, or St. Joseph. The unidentified elders may be
any of the following: Elijah, Jeremiah, Jacob, Enoch, or
Zachariah, all of whose lives or prophecies anticipated the
Ascension. For the identification of the Just and the
iconography of the Ascension, see S. Helena Gutberlet,
Die Himmelfahrt Christi in der bildenden Kunst, Strassbourg,
1934, p. 165 ff. Sece also Réau, n, Part 2, pp. 582-90. (5)
Lotte Brand, Stefan Lochners Hochaltar von St. Katharinen
zu Koln, Freiburg, 1938, pp. 63~5, points out that both
k2156 and the Nuremberg pancl are based on the lost
wings of Lochner’s Presentation Altar (central panel,
Darmstadt, Hessisches Landesmuseum). (6) Sommer, op.
cit., p. 18. (7) Marienfeld Inventory of 1456, Munster
Archives, quoted by Sommer, op. cit., pp. 17-18. (8)
Published by Sommer, op. cit., pp. 17-18. (9) Archiv der
kéniglichen Regierung zu Miinster, 1803-1809, published by
A. Wormstall, Zeitschrift fiir vaterlindische Geschichte und
Altertumskunde Westfalens, 1v, 1897, pp. 46 ff. (10) Early
attempts werc misled by Nordhoff’s misreading of the
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Hartmann chronicle. (Burkhard Meier, ‘Mitteilungen des
Landesmuseums’, Westfalen, 1, 1911, pp. 110-12; Walter
Hugelshofer, ‘Der Hochaltar von 1457 des Klosters
Maricnfeld in Westfalen', Zeitschrift fiir bildende Kunst, 1x,
1926-27, pp. 179-84, rcconstruction on p. 180.) These
erroncous reconstructions assumed that the central subject
of the altar was a Crucifixion. In 1926 Hugelshofer had
located nine of the original panels and four years later
identified five more. (Hugelshofer, ‘Koerbecke und der
Marienfelder Altar von 1457°, Der Cicerone, July 1930,
pp- 371-6.) Sommer, op. cit., p. 21, located one additional
pancl and provided a reconstruction, taking into account
the original central gilded shrine, which, with slight
modifications by Pieper, remains definitive. Pieper, op. cit.,
p- 93, largely based on Sommer, wrote that the open altar
measured approximately six meters across, with each wing
210 X150 cm. (11) Stange, v1, p. 18. He included on p. 16
a reconstruction of the altar following that of Pieper.

GERMAN MASTER Active c. 1465
K2091 : Figure 8

RovALSAINT wiTHRING[St. Oswald, King of England].
Chicago, 1IIl, D. and A. Smart Gallery. Oil on slightly
warped oak panel. Punched and incised halo on gold
ground; some forms also incised. 20%X6%in. (52-0X%
17-1 cm.). Inscription (probably a prayer) in white on a
red ground along bottom is illegible as lowermost section
is lost. Cut at bottom; } in. wooden strip added all around.
Pentimenti in clbow of right arm indicate initial lower
placement. Fairly well preserved; several losses, scratches
at upper left. Label on back: Aus der Fiirstliche Gallerie in
Wien.

k2091 may depict the popular, heroic St. Oswald, King of
Northumbria, born ¢. 605 and baptized at Iona, where he
went into exile. Described by Bede as ‘handsome in
appearance and courtcous in manner’, Oswald was known
for his charity and venerated for powers of miraculous
healing. His cult was brought to the Continent by
missionary monks from lona. He was especially revered
in the South German region, the Tyrol, Switzerland, and
Styria, where his relics abounded and where k2091 was
probably painted.! The graceful yet realistic rendering of
the saint-king in royal fur-trimmed garb, holding a sceptre
and ring, suggests the work of an artist active in South
Germany who was trained in Cologne. k2091 has some
affinities with scenes from the Legend of the Finding of the
True Cross painted in Cologne toward the middle of the
fiftcenth century (Frankfure, Stidelsches Kunstinstitue,
and Munster, Landesmuseum).?2 The figure's stance and
attire arc deliberately old-fashioned, deemed appropriate
for a scventh-century saint. His pose is found in carly
fiftcenth-century models popularized by engravings of the
Master of the Playing Cards. The slender panel was
probably part of the left section of an altarpicce composed
largely of standing figures also shown against a gold back-
ground. Oswald (?) holds the ring, which a crow (his more
common attribute) brought the princess to whom he was
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engaged; the ring is also the emblem of Edward the
Confessor. Toward the later fifteenth century it became
customary to show Oswald with the ring alone. Suspended
from his chain is an order freely based on that of St.
Anthony (which was extremely active in Cologne) but
with a Maltese cross instead of the Tau Cross of St.
Anthony.?

Provenance: Liechtenstein Schloss Seebenstein in Lower
Austria, since ¢. 1850, when k2091 was brought and in-
serted in the chapel panclling4 New York, Schacffer
Galleries. Kress acquisition 1955.

References: (1) Donald Attwater, The Penguin Dictionary of
Saints, Harmondsworth, 1965, pp. 260-1; Bibliotheca
Sanctorum, Rome, 1957, 1X, cols. 1290-5; ]oscph Braun,
Tracht und Attribute der Heiligen in der deutschen Kunst,
Stuttgart, 1943, cols. 471-5; Karl Kiinstle, Ikonographie der
christlichen Kunst, Freiburg-im-Breisgau, 1926, 11, pp. 480-1;
Réan, m, 2, pp. 1013-14. The saint may perhaps be
Edmund, another saint-king whose attribute was also an
arrow. Sce Attwater, op. cit., p. 109. (2) Attributed by
Stange, v, figs. 16-19, to the Master of the Vision of St.
John (named after panel of this subject in Cologne, Wallraf-
Richartz Museum). (3) Paul Ganz, ‘Die Abzeichen der
Ritterorden’, Part 2, Archives héraldiques suisses, 1905,
pp. 52-67, p. 5§5. A magus resembling 2001 wears the
order in the Adoration by a German Master of ¢. 1460
(Toledo, Ohio, Museum of Art); the painting is attributed
by Stange to the Master of the Vision of St. John (v, fig.
15). (4) Information from Gustav Wilhelm, Vaduz, letter
of 13 Jan. 1969.

HANS PLEYDENWURFF

Pleydenwurff was probably born in Bamberg ¢. 1420; he
died in Nuremberg in 1472. His forceful, blunt style
combines the sculptural qualities of Early Netherlandish
painting with the graphic, realistic, expressive char-
acteristics of German art. The leading artist of the important
centre of Nuremberg, Pleydenwurff was master of
Michacl Wolgemut (who was to be Diirer’s teacher).
His ocuvre cpitomizes the forthright, clear-cut style of
Southern Germany in the third quarter of the fifteenth
century.

Circle of HANS PLEYDENW URFF
K1993 : Figure 7

ST. LEONARD. Raleigh, N.C., North Carolina Muscum of
Art (6L 60.17.63), since 1960. Mixed technique on heavy
canvas on panel (probably pinc), cradled at unknown date.
48 X19% in. (121.9X48-6 cm.). Incised double halo in-
scribed SANCTVS LEONHARDVS. An arboreal motif,
incised on the gold ground at the sides, was originally
completed at the top (in a now missing section of the
pancl), probably arching over the head of St. Leonard,
echoing the circular motif of his halo. Painting of brocade
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in relief, possibly due to impressing a textile upon the
damp gesso.! The uppermost register of the brocade is
rendered in an unusual combination of silver and gold. The
pancl is cut at top (possibly at the sides) and at the bottom.
Many small losses; considerable restoration.

Raleigh, 1960, p. 128.

Little is known of Leonard, a sixth-century hermit saint
who was probably born in Limoges and widely revered
as a patron saint of prisoners. Literary sources concerning
his life begin in the eleventh century. He was especially
beloved in Swabia, Bavaria and Austria. k1993 shows him
holding his attribute, fetters, suggesting a freed prisoner.?
He is tonsured, in brown monastic garb. The book under
his arm is another saintly attribute, indicating his founding
of a monastery. Leonard was especially associated with the
Benedictine order, which commissioned many paintings
from Nuremberg artists in the second half of the fifteenth
century. The work stems from the left section of an altar-
piece, the figurc of St. Leonard facing toward the central
subject, probably also standing against a brocade and gold
background. Emnst Buchner attributed the panel to
Pleydenwurff®* He compared it to depictions of St.
Dominic and St. Thomas, related to k1993 in format and
style, now known to be the outer wings of the Altar of
the Three Kings (Nuremberg, Germanisches National-
museum), and generally accepted as an early work of
Pleydenwurff, dated c. 1460, painted for the Lorenzkirche
in Nuremberg.® k1993, while close to Pleydenwurft’s art,
lacks a certain incisiveness characteristic of him, which
makes it unlikely to be autograph by Pleydenwurff. The
less resolute modeling of St. Leonard may be due to its
subsequent vicissitudes.

Provenance: Private collection, London. New York, David
M. Koetser. Kress acquisition 1954.

References: (1) Suggestion of Justus Bier. (2) Joscph Braun,
Tracht und Attribute der Heiligen in der deutschen Kunst,
Stuttgart, 1943, col. 460; Lexikon fiir Theologie und Kirche,
V1, 1934, Freiburg-im-Breisgau, col. s09; Réau, mi, 2,
pp- 799-800; ‘Leonardo di Nobili’, Bibliotheca Sanctorum,
vi, cols. 1198-1208. (3) Certificate signed and dated
Munich, 19/v1[s6 in Kress Archive. (4) Eberhard Lutze,
Eberhard Wiegand, Katalog des Germanischen National-
museums zu Niirnberg, Die Gemilde des 13. bis 16. Jahr-
hunderts, Nuremberg, 1937, pp. 148~9, Cat. Nos. 129, 130.

AUSTRIAN MASTER Active c. 1480
K1856 : Figure 4

Tue NaTIVITY. Denver, Colorado, Denver Art Museum
(e-951), since 1954. Mixed technique on fruitwood, on
gold ground. 254 X18%in. (64-8X47-7cm.). Probably
considerably cut down at top and sides. False inscription
1vM (supposed monogram of Israhel van Meckenem, the
fifteenth-century engraver) removed after 1931. Restora-
tion in face of Virgin and other areas; cradled, cleaned and
restored, blisters secured 1952~53 by Modestini.

Denver, 1954, p. 62, Cat. No. 27.

The Nativity (Luke 2:8) takes place before a ruined build-
ing; Mary kneels at the left, looking down to three kneeling
angels, who raisc the nude infant toward her. Joseph, hold-
ing a candle, stands at the right.! The ox and ass are above
at the upper left. A scated shepherd is in the landscape at
the upper left corner, looking toward the golden sky yet
shielding his eyes. The landscape may, according to Suida
(Denver, 1954, loc. cit.), represent a specific lower Austrian
locale. Aspects of the composition, symbolism and style of
the Nativity recall Hugo van der Goes’ Portinari Altar
(Florence, Uffizi), where the Romanesque architectural
clements refer to the wotld before Christ and where the
angels’ vestments indicate their role as participants in the
Mass.2 The three angels at the lower right of x1856 also
wear albs, customarily the attite of acolytes or minor
ministers at a Solemn High Mass. They seem to elevate
the newly-born Christ Child as the sacrificial Host toward
the knecling Mary. The unusual emphasis on the cloth
below the Child probably refers to the Corporal of the
Mass.® k1856 is close in style and facial types to several of
the nincteen panels from the High Altar of the Schottenstift
(Vienna).2 At the time of purchase, k1856 was attributed to
the main master of the Viennese series, a leading Austrian
painter, whose somewhat naive, Schongauer-based mode
was typical of late fiftcenth-century Austrian painting, The
painter of k1856 may have been trained in the studio of one
of the several masters contributing to the Schottenstift
cycle. The Nativity relates to Schongauer’s engravings and
may have been very freely adapted from 8.5, also belonging
to a series of scencs from the Life of Christ or Mary. A
similarly placed single shepherd with an angel above is
shown in the Schongauer engraving of the Adoration of the
Shepherds (B.4). Stange has pointed out the unusually
graphic character of the Kress painting, which may
perhaps explain the rationale behind the added Israhel van
Meckenem monogram. He viewed k1856 as an early work
of ¢. 1480-90 by the unknown master who painted an
Adoration of the Magi with the arms of the Binden family
(Vienna, Kunsthistorisches Museum) from the last decade
of the fifteenth century; however, this association is not
entirely convincing.5

Provenance: Fiirstlich Liechtensteinsche Gemildegalerie,
Vienna, before 1931.6 New York, Frederick Mont. Kress
acquisition 1951 — Rush H. Kress residence, New York,

1951-54.

References: (1) The divine light surrounding the new-born
Christ was so brilliant ‘that the sun was not comparable to
it, nor did the candle that St. Joseph had there, give any
light at all, the divine light totally annihilating the material
light of the candle...” Brigitta of Sweden, Revelations,
trans. by H. Comell, The Iconography of the Nativity of
Christ, Uppsala, 1924, p. 12. (2) Panofsky, 1, pp. 134-40.
(3) See M. B. MacNamee, S. J., ‘Further Symbolism in the
Portinari Altar’, Art Bulletin, XLv, 1963, pp. 142-3. (4) See
Otto Benesch, ‘Der Meister des Krainburger Altars’,
Wiener Jahrbuch fiir Kunstgeschichte, v, 1930, pp. 120-220,
esp. pp. 165 ff. (5) Stange, x1, p. 51, Cat. No. 108, as
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‘Meister der Anbctung mit dem Bindenschilde’. (6) A.
Kronfeld, Fiilirer durch die Fiirstlich Liechtensteinsche Gemilde=
galerie in Wien, 1931, p. 149, Cat. No. 741; as by an
unknown master of the Franconian School with an unclear
date, probably 1476.

THE MASTER OF THE
ST. BARTHOLOMEW ALTAR

Of North Netherlandish origin, training and style, the
Master of the St. Bartholomew Altar (so named after a
large triptych for the church of St. Columba, Cologne,
now Munich, Bayerische Staatsgemildesammlungen) was
the outstanding painter active in Cologne from about 1480
to ¢. 1510.! Probably born in Holland in the mid-fiftcenth
century, the artist may have first been trained as a manu-
script illuminator in Utrecht. He illustrated the Hours of
Sophia van Bylant, of c. 1475 (Cologne, Wallraf-Richartz
Muscum), for a family in the environs of Arnhem, where
his altarpicce (Amhem, Gementemuscum) for the St.
Antonius or St. Catherine Gasthuis still remains. k2114
was probably painted for a church in Amhem, on the
Rhine near Cologne, just within the Dutch border, in the
diocese of Utrecht. Stange suggested that the artist was a
Carthusian monk, since three of his major Cologne com-
missions were linked with this order.2 Following in the
tradition of the manuscript illuminations of the North
Netherlandish Master of Catherine of Cleves, the
Bartholomew Master’s art is close in style to that of
Geertgen tot Sint Jans.? Like the latter, the Bartholomew
Master may have been servant painter to the Order of
Saint John, whose Netherlandish chapters included
Arnhem, Utrecht and Nijmegen as well as Geertgen’s
Haarlem.4 Several of the Bartholomew Master’s paintings
were formerly thought to be by Lucas van Leyden, and
K2114 at one time bore a false monogram of that artist.
Among the major painters of the generation before Diirer,
the St. Bartholomew Master is often designated ‘the
Crivelli of the North’ since his ocuvre, with its excep-
tionally exacting technique, is characterized by remarkable
animation, brilliant, richly decorative detail, and an un-
usually sharp, sculptural realization of form. He is known
to have been a designer of embroideries (Utrecht,
Aartsbisschopelijk  Musea) and probably of precious
metalwork as well.

K2114 : Figure 10

Tue Mysticar BApTisM OF CHRIST WITH FOURTEEN
Hovry HeLpERS. Washington, D.C., National Gallery of
Art (1630), since 1956. Mixed technique on oak. 413 X
67} in. (106-1 X170-5 cm.). Extremely thinly painted with
much preliminary drawing visible. Partially obliterated
inscription on banderole between head of Christ and God
the Father: HIC EST FILIUS MEUS DILECTUS IN QUO
micH1 coNeLAcul (‘And lo a voice from heaven, saying,

This is my beloved Son, 1n whom I am well pleased.’
Matthew 3:17). A falsc Lucas van Leyden monogram was
removed before 1914. Considerable losses in paint surface
of angel at lower right foreground; abrasion in Christ and
St. John Baptist; small losses in upper arm of angel at left
forcground and in drapery of St. Elizabeth at upper right
and clsewhere. Many large and small scratches in central
foreground arca, through angels at lower right and left and
over right leg of Christ. By 1954, the original oak support
had been planed down to a thickness of § in. and mounted
upon an oak panel %in. thick. Cradled in 1954 by
Modestini; restored by him in 1955.

Suida~Shapley, p. 124, Cat. No. 47. Reproduced in color
in Pageant, 1, p. 105.

An unusually large, horizontal composition devoted to a
rare subject, k2114 shows the Baptism taking place on a
formalized, verdant outcropping in the foreground, scen
against an encircling sky and gold background.® Christ, in
three-quarter view, stands knee-deep in a small, steep-
sided pool of the Jordan, his hands raised in prayer. Christ
is censed by a cherub at the left. Knecling on the right
bank, clad in a cameclskin, St. John pours the vessel of
Jordan water over Christ with his right arm, his left raised
in blessing. A kneeling, praying angel, on the left bank,
wears a cope with a morse showing the Virgin and Child
enthroned and holds Christ’s robe over his arms. Smaller
angels in the left and right foreground, clad in semi-
liturgical garb, celebrate the Baptism by playing the lute
and the vielle. God the Father and the Holy Ghost as a
dove appear at the upper centre. The Father wears a crown
crested with orb and cross, his robe drawn back by
attendant angels in albs and crossed stoles, cach holding a
lighted taper; his arms are raised in consecration, with the
maniple of the Mass on his left wrist. He presides over the
first sacrament of the Church, Baptism, introduced by St.
John. The inscribed banderole surrounds the Holy Ghost.
The sacrament of Christ’s mystical Baptism in Heaven is
witnessed by seven male and seven female saints, a variation
of those of the same sex and number customarily selected
and designated the Fourteen Holy Helpers. Their presence
may symbolize the Church (the congregation of baptized
souls), which, theologically, was wedded to Christ at the
moment of his Baptism.® Their semicircular disposition
suggests an architectural metaphor for the Church, presided
over by the priest above, God the Father. Kneeling in a
great crescent of blue and white clouds, against a gold
background, the Fourtcen Holy Helpers enclose the
central subject. From left to right are seen: Dorothy hold-
ing a basket of roses and a single carnation; Christopher
with a staff sprouting a rose and the Infant blessing and
holding an orb; Andrew with the X-shaped cross; Jerome
in cardinal’s vestments; Catherine wearing a crown and
holding the wheel and sword of her martyrdom; Augustine
raising the cmblematic arrow-picrced heart and an
episcopal crozier. He wears a bishop’s mitre and cope
(whose embroidered orphreys include a standing Virgin
and Child) fastened by a morse with the Throne of Grace;
Agnes holding a martyr’s palm and lamb; Francis display-
ing the Stigmata; Lucy holding the martyr’s palm, her
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neck pierced by a sword; Elizabeth of Hungary clad as a
nun, with three crowns; the Magdalen in fashionable attire,
holding the unguent jar open; a bearded Anthony Abbot
wearing a red cap and holding a crozier with a blue Tau
cross on his robe; a small Apollonia holding the forceps
and tooth at the upper right; George in armor kneeling
upon the vanquished dragon, and holding his plumed
helmet. The special grouping of Fourteen Holy Helpers
was first generally cstablished in the fourteenth century,
but only became widespread in the second half of the
fiftcenth. Each saint was responsible for some special heal-
ing or other rclicf, turned to in times of great need.? In
k2114 only SS. George, Christopher, and Catherine belong
to the regular Fourteen Holy Helpers, although SS. Francis
and Dorothy are occasionally included.® In his discussion
of the iconography of k2114, Pieper wondered whether
the Baptist should not be included with the encircling
saints as a fiftccnth member, removing the configuration
from any link to the concept of the Fourteen Holy Helpers.
He finds the programme of the Baptism more Nether-
landish than German in character.® The columbine, placed
prominently in the foreground, is linked to the out-
pouring of the Holy Spirit, the Trinity, the Virgin Mary,
chastity, healing, and fertility. The other flowers in the
foreground also have medicinal qualities2® k2114 is
especially close in style, spirit, and presumably in date, to
the same master’s cqually mystical depiction of Christ and
the Doubting Thomas (Cologne, Wallraf-Richartz Museum),
which includes similar depictions of saints and music-
making angels. The Thomas Altar is dated close to 1500,
and was donated to the Cologne Charterhouse by Doctor
Peter Rinck, whose will was made in that year. Like the
Baptism, this altar refers to a large number of saints as it
was dedicated to thirteen holy figures. Other works by the
Bartholomew Master also have multiple dedications,
usually dictated by adjacent relics. Schaefer placed k2114
in the Bartholomew Master’s mature style!; Brockmann
emphasized Dutch and Flemish influence in the work of the
Bartholomew Master while proposing a date in the 1480s
for x2114, relating the depiction of St. Dorothy to the
Madonna with the Carthusian (von Schnitzler coll.).2?
Reiners saw it as earlier than the Thomas Altar, which he
described as a later, more successful work!®; Ring cited the
Arnhem provenance of k2114 as evidence for the North
Netherlandish origin of the master.1* Her argument, which
originated with Friedlinder,”® has been further sub-
stantiated by Steingriber'®; Boon accepted the Arnhem
origin of the Kress panel, and expanded these views in
106117; vom Rath related k2114 to the Bartholomew
Master’s Crucifixion Altar of ¢. 1501 (Cologne, Wallraf~
Richartz Museum), because of a similar censing cherub in
both. He dated the Mystical Baptism between 1499 and 1501,
placing it later than the Thomas Altar (c. 1499), which he
viewed as morc conscrvative than K2114.18 Stange
designated the Mystical Baptism a major work by the
Bartholomew Master, dating k2114 in the mid-8os, and
suggesting a special journey to the Netherlands for its
execution.l® Pieper followed vom Rath’s placement of
k2114 near the Thomas Altar?® In 1959, he was more
tentative about the 1500 date for k2114 and its location

between the Thomas and Crucifixion Altars. He recon-
sidered Stange’s dating of the Mystical Baptism several
years before the Thomas Altar and proposed a date of
¢. 1495. He pointed out that k2114 was a single panel
without wings, intended for a specific site where the
unique thematic combination of the Baptism with the
Fourteen Holy Helpers would have been appropriate.2!
The same scholar believed x2114 to have been painted
while the Bartholomew Master was still resident in the
Netherlands, viewing it as a forerunner of the baroque
style of the Thomas Altar2® Picper pointed out that the
Baptist and music-making angel in the Bylant Hours
(Wallraf-Richartz Muscum, p. 150) on the page dated 1475
with the portrait of the owner’s deceased husband Reynalt
van Homoct resemble the same figures in the Mystical
Baptism.® In the same publication Vey placed k2114 after
the Thomas Altar, which he dated 1490-1500, but most
likely 1495-1500.2* Wallrath dated k2114 before the
Thomas Altar on the basis of the armor style in both,
placing the latter ¢. 1495 and implying a date of ¢. 1490 or
catlier for the Kress panel.® Walker (pp. 110~11) placed the
panel ¢. 1500. Arguments for a date close to 1500 may be
supported by the increasing popularity of the half-length,
vignetted holy figure in the last decade of the century in
the graphic arts.® The painting was listed in the Bryas
Sale (see Provenance) as coming from the Cathedral of
Arnhem. However, Amhem, in the diocese of Utrecht,
could not have had a Catholic Cathedral. The most
prominent religious ‘institution in Arnhem, the Order of
St. John, was established there ¢ 1310.27 The Order,
closely connected with extensive art patronage in the
North Netherlands, probably commissioned k2114 for the
High Altar of its church, the Sintjanskerk or Groote Kerk,
dedicated to the Baptist and the major church in Arnhem.
Rebuilt after a fire and re-dedicated in 1470, the church
was torn down in 1817.28 The Mystical Baptisnt may have
been given by Johan van Hatstein, Commander of the
Order from 1486 to 1497.2? It is a major work by one of
the most brilliant masters active in Northern Europe in the
later fifteenth century.

Provenance: Count Jacques de Bryas, Paris (sale, Paris,
Hbtel Drouot, Catalogue des Tableaux Auciens . . . Provenant
de la collection de M. le Comte Jacques de Bryas, 6 Feb. 1905,
p- 11, Cat. No. 20, ‘Cettc ocuvre, du plus grand caractére,
et dans le plus admirable état de conscrvation, provient de
la cathédrale d’Aarnheim, édifice gothique qui fut au
XVII® sitcle desaffecté du culte catholique’. Purchased by
Kleinberger). Richard von Kaufmann, Berlin, exhibited ~
Ausstellung von Werken alter Kunst. Aus dem Privatbesitz
von Mitgliedern des Kaiser Friedrich-Musewms-Vereins, May
1914, Cat. No. 92, as lent by Frau von Kaufmann. (Sale,
Berlin, Die Sammlung Richard von Kaufmann, 4 Dec. 1917,
No. 132, at Paul Cassirer, catalogue by M. J. Friedlinder.
Purchased by O. Henkell.) O. Henkell, Wiesbaden, 1918.30
New York, Rosenberg and Stiebel. Kress acquisition 1955.

References: (1) For recent biography, see K. G. Boon, ‘Der
Meister des Bartholomiusaltares: Seine Herkunft und der
Stil seiner Jugendwerke’, pp. 13~19, and Paul Pieper, ‘Der
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Meister des Bartholomiusaltares’, pp. 2043, both in
Kolner Maler der Spatgotik (Catalogue prepared by Rolf
Andree, Helmut R. Leppien, and Horst Vey, Wallraf-
Richartz Museum, Cologne, 25 Mar.—28 May 1961).
Hecreafter referred to as Kolner Maler, 1961. (2) Stange, v,
p- 72. (3) Sce Frans Diilberg, Die Leydener Malerschule,
Berlin, 1899, p. 39. (4) Sce E. A. van Beresteyn, Ges-
chiedenis der Johanniter-Orde in Nederland tot 1795, Part 2,
Van Gorcum’s Historische Bibliotheek, 1934, pp. 63-8. For
Geertgen and the Haarlem Commandery, see James E.
Snyder, ‘“The early Haarlem School of Painting’, 2, Art
Bulletin, 1x11, 1960, pp. 113~32, 125-6. (5) See Réau, 1, 2,
PP- 295-304. (6) For the Antiphon for Lauds on Epiphany;
sce Isa Ragusa and Rosalie Green, ed., Meditation on the Life
of Christ, Princeton, 1961, p. 47, pp. 114 ff. For the standard
fourteen saints: Achatius, Giles, Barbara, Balsius, Chris-
topher, Cyriacus, Denis, Erasmus, Eustachius, George,
Catherine, Margaret, Pantaleon, Vitus, sec: Joseph Braun,
S.J., Der christliche Altar in seiner geschichtlichen Entwicklung,
11, Freiburg-im-Breisgau, 1924, pp. 494~565; Karl Kiinstle,
Ikonographie der christlichen Kunst, 11, Freiburg-im-Breisgau,
1926, pp. 469-74; Georg Schreiber, Die vierzehn Nothelfer
in  Volksfrommigkeit und Sakralkultur. Symbolkraft und
Herrschaftsbercich der Wallfahrtskapelle vorab in  Franken
und Tirol, Innsbruck, 1959, Schlern-Schriften, No. 168;
Ferdinand Geldner, Nothelferverehrung vor, neben und gegen
Vierzehnheiligen, In: 89. Bericht des Historischen Vereins
Bamberg, Jg. 1948, Bamberg, 1949, pp. 36-47. Special
Masses for the Fourteen Holy Helpers were printed in the
Cistercian prayer book of Johann Priiss (Strassburg). St.
John Baptist was added to the Helpers in fourteenth-
century England (p. 38) and Masses were printed for
Fiftcen Holy Helpers in the later fifteenth century (p. 43).
Arnhem, in the Diocese of Utrecht, may have followed
the Mass for Fifteen Holy Helpers printed for that diocese
in Leyden in 1514; Saint Magnus was added to the con-
ventional group (p. 39). (7) Schreiber, op. cit., p. 30f.
(8) J- Braun, Tracht und Attribute der Heiligen in der deutschen
Kunst, Stuttgart, 1943, col. 197. (9) See also P. Pieper, ‘Das
Stundenbuch des Bartholomius-Meisters’, Wallraf-Richartz-
Jahrbuch, xx1, 1959, pp. 97-158, p. 156, and Kélner Maler,
1961, p. 27, who points out that the Fourtcen Holy
Helpers relate to the Passion and Salvation ~ implied by
St. Francis’s Stigmata and the Magdalen’s ointment jar.
(x0) For the columbine, see Rolf Fritz, ‘Aquilegia: Die
symbolische Bedeutung der Akelei’, Wallraf-Richartz-
Jahrbuch, x1v, 1952, pp. 99-110; Ingo Krumbicgel, ‘Dic
Akelei (Aquilegia). Einc Studie aus der Geschichte der
deutschen Pflanzen’, Janus. Archives internationales pour
I'Histoire de la Médecine et la Géographie Médicale, Mar.—
Apr. 1932, pp. 71-92; Robert A. Koch, ‘Flower Symbolism
in the Portinari Alear’, Art Bulletin, xLv1, 1964, pp. 70-7.
(x1) Karl Schacfer, Geschichte der komer Malerschule,
Liibeck, 1923, p. 19. (12) Harold Bockmann, Die Spitzeit
der kilner Malerschule: Der Meister von St. Severin und der
Meister der Ursulalegende, Bonn and Leipzig, 1924, p. $3.
(x3) Heribert Reiners, Die Kalner Malerschule, Bonn and
Leipzig, 1925, p. 182. (14) Grete Ring, ‘Die Gruppe der
heiligen Agnes’, Oud-Holland, Lv1, 1939, p. 39. (15) M. J.
Friedlinder, ‘Neues iiber den Meister des Bartholomius-

Altares’, Wallraf-Richartz-Jahrbuch, m-1v, 1926-27, pp-
174-82. (16) Erich Steingriber, ‘Ein neu entdecktes Werk
vom Meister der Bartholomiusaltares’, Wallraf~Richartz-
Jahrbuch, xxxv1, 1964, p. 224. (17) K. G. Boon, ‘Eenige
opmerkinge naar aanleiding van vrocge nederlandsche
Schilders’, Oud-Holland, 1vu, 1940, p. 98. (x8) Karl vom
Rath, Der Meister des Bartholomdus-Altares, Bonn, 1941,
p. 58. He repeated this opinion in Thieme-Becker, xxxvi1,
p- 35, where he dated k2114 c. 1500. (19) Alfred Stange,
German Painting xrv-xv1 Centuries, London, 1950, p. 25;
Stange, v, p. 66. (20) P. Picper, ‘Miniaturen des Bar-
tholomius-Meisters’, Wallraf-Richartz-Jahrbuch, xv, 1953,
pp. 135-56, p. 154. (21) Picper, 1959, op. cit. Note 9 above,
p- 155. (22) Picper in Kélner Maler, 1961, p. 27. (23) Ibid.
(24) Vey in Kélner Maler, 1961, p. 91. On p. 86, Vey
suggested a date of 1490-1500 for k2114.(25) Rolf Wallrath,
‘Kolner Maler der Spitgotik . . ", Kunstchronik, x1v, 1961,
pp- 149-60, p. 155. (26) Outstanding cxamples arc the
many pages in the Hartmann Schedel Liber Chronicarum,
Nuremberg, 1493, and the two Heiltumbiicher printed in
the same city by Hans Mair and Hans Sporer in the same
year, including depictions of the Fourteen Holy Helpers.
(27) Beresteyn, op. cit., p. 63. (28) Ibid., pp. 63—4. (29) F. A.
Hoefer and J. S. Van Veen, ‘De Commanderei en der Orde
van St. Jan in Gelderland’, Gelre. Vereeniging tot Beofening
van Geldersche Geschiedenis, Oudheidkunde en Mededeelingen,
Xu1, pp. 277-332, pp. 286-96, ‘De Commanderei van
Arnhem’. A topographical view, showing the church, is
reproduced on p. 287. The altars arc listed on p. 288. The
church appears to have been turned over to Protestants in
1808 (p. 294). Should k2114 not come from the St.
Janskerk, it may have been painted for the Eusebiuskerk
or for the fourteenth-century St. Walburgiskerk, which
has a baptismal chapel. The pancl may have been in such a
chapel or ncar the north door (close to the font) of the
church. Scc Kunstreishoek voor Nederland, Amsterdam,
1965, pp. 188-92; R. Stecnsma, Vroomheid in hout en steen,
middeleeuwse Kerken in Noord-Nederland, Baarn, n.d., p. 25,
for location of baptismal fonts. (30) ‘Kunstmarkt Ver-
steigerungen’, Der Cicerone, X, 1918, p. 26.

TYROLEAN MASTER, ¢ 1500

k1878 is the work of an artist active in Allgiu, a region now
divided between South-castern Germany and Austria.
While a brilliant colorist and a master of calligraphic,
decorative linc, the painter reflects a provincial, con-
servative tradition and a certain lack of originality, shown
by his dependence upon print sources for several of his
figures.!

K1878 : Figure 9

THE LAST JUDGMENT. San Francisco, California, M. H.
De Young Memorial Museum (61-44-32), since 1955. Oil
on canvas on pine, mounted on cradled mahogany pancl
by Modestini in 1954. 57§ X34 in. (146-4 X87-3 cm.). The
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opening of a join through the left arm of St. John Baptist
and smaller splits and losses have necessitated some in-
painting. K1878 was originally in an claborate engaged
frame, whose removal after 1906 may have caused some
damage along the edges, especially at the top. Also re-
moved was the depiction of a bishop saint with a kneeling
donor at his feet, paintcd on the back of k1878, described
as a work by another hand.? The canvas does not extend
to the top of the panel, stopping just above the innermost
line of Christ’s halo. Cleaned and in-painted by Modestini
in 1954. Generally well preserved.

San Francisco, 1955, p. 78.

k1878 depicts the Last Judgment, “When the Son of man
shall come in his glory, and all the holy angels with him,
then he shall sit upon the throne of his glory’ (Matthew
25:31).% Shown in regal red, against a gold background
incised with a textile pattern, Christ appears as Judge
(Revelation 20:11-15) enthroned in a mandorla surrounded
by a multitude of minute red music-making figures, with
the orb of worldly dominion at his feet. The lily of
Miscricordia (shown as an iris)4 is to the left of his head on
the side of the Saved; the double-edged sword of Justice is
on the right — the side of the Damned. Christ’s right arm is
raised heavenward, blessing the Saved, his left points down
toward Hell. An angel in cach upper corner holds two
Signs of the Passion: the Scourge and Column of the
Flagellation at the left, the Cross and Crown of Thorns and
the nails at the right. The Virgin® and St. John Baptist are
shown kneeling in a landscape setting in the foreground as
intercessors for mankind, symbolized by diminutive figures.
An angel at the lower left and another below the mandorla,
facing left, trumpet the moment of salvation to two small
male figures at the left and center foreground. They rise
from their graves while a desperate female figure heads
leftward to Hell. Another woman is in the devil’s clutches
at the upper right. Buchner first discovered that x1878 is
the central panel of a Last Judgment triptych whose
wings, each sawed in two, are in the Ruzicka Stiftung
(Zurich).® For a photographic reconstruction see Text
Fig. 2.7 The four Zurich sections all measure 61-5 X39-5 cm.
The upper left and right sections of cach wing show six of
the Apostles seated in the clouds, with a gold background
like that of x1878. The lower left panel depicts St. Peter
at the Gates of Heaven welcoming the Saved and the
lower right a Boschian vista of the Damned in Hell; the
demons are copied from those in Schongauer’s Temptation
of St. Anthony (8.10).8 x1878 probably functioned as an
epitaph or commemorative altar for the knecling donor
formerly shown on the back.? The garb of the Lansquencts
at the upper left of the Hell scene points to the possibility
of a date in the earliest years of the sixteenth century.

Provenance: General von Fabricius, Kiev (Sale, Berlin,
Rudolph Lepke’s Kunst-Auktions-Haus, 4 Decc. 1906,
p- 10, Cat. No. 77, pl. 11, listed as “Alt-niederlindisch. xvi
Jahrhundert’). Unknown Berlin owner ¢ 1913. Ramén
Penn, Contoocook, New Hampshire, ¢. 1936, lent to the

Busch-Reisinger (Germanic) Musecum, Harvard, 1936~38,
as Rhenish, fifteenth century. New York, Julius H.
Weitzner Gallery. Kress acquisition 1952.

References: (1) Alfred Stange (‘Einige Bemerkungen zur
allgiuischen Malerei um 1500°, Festschrift Dr. h. ¢. Eduard
Trautscholdt, Hamburg, 1965, pp. 148-51) has regionalized
the activity of the Master of x1878 in the Allgiu on the
basis of stylistic correspondence between k1878 and an
Arrest of Christ (Kreuzlingen, Collection H. Kisters). The
latter was originally at the cloister of Ottobeuren (which
is in the Allgiu). Sold in the early nincteenth century, it is
recorded in the Bavarian state collections inventory of 1822
at Schleissheim Inv. No. 1264, auctioned in 1852, later
owned by Kuppelmayer (Munich, 1896, No. 1006). Like
K 1878, the Arrest of Christ has been attributed to an Upper
Rhenish or North German master, but Stange believes it
to have been painted in the environs of Ottobeuren. The
figures of St. Peter in the Kisters panel and in the lower left
wing of the Last Judgment triptych correspond so closely
that both panels must clearly be by the same hand. Stange
dated the former ¢. 1480-90 and the latter ¢. 1500. Buchner
enlarged the ocuvre of the master of x1878 to include a
St. Andrew Crucified, surrounded by an adoring throng
(Nuremberg, Germanisches Nationalmuseum, No. 1192)
ascribed to an Upper German master active ¢. 1500 (San
Francisco, 1955, p. 78). (2) Fabricius Sale catalogue, Berlin,
1906, p. 2. (3) Réau, 1, 2, pp. 728~57. (4) The iris and lily
were interchangeable in the late Middle Ages. See Robert
A. Koch, ‘Flower Symbolism in the Portinari Altar’, Art
Bulletin, xLv1, pp. 70~7, p. 75. (5) Larsen traced the pose of
the Virgin to that of the early fifteenth century Last
Judgment from Diest (Brussels, Musées Royaux des Beaux-
Arts) in ‘The Samuel H. Kress Collection at the M. H. De
Young Memorial Museum, San Francisco’, Apollo, 1x1,
1955, pp. 173~7, p. 174. Many other representations of the
subject could have afforded the artist of x1878 motifs for
this painting since most depictions of the theme are
narrowly based on medieval forms. (6) Buchner quoted in
San Francisco, 1955, p. 78. The Swiss pancls were published
in Gemadlde der Ruzicka Stiftung, Ausstellung im Ziircher
Kunsthaus. Dec. 1949-Mar. 1950, Cat. Nos. 44-7, figs.
XLIX-L, p. 24, as by an Alsatian Master, ¢ 1480. W.
Hugelshofer was quoted as saying that the four panels
were originally the inner and outer wings of a triptych.
The wing panels were purchased in 1940 from the Zurich
dealer Albin Neupert, who had purchased them from three
different collections; the left Apostle panel came from the
Schanenberger Collection, Frankfurt. (7) A photographic
reconstruction was published by Stange, op. cit., p. 274,
fig. 97. (8) The unusual presence of St. Florian (in the form
of a statue) to the left of the Gates of Heaven, included
since he cxtinguishes flames, provides some further
evidence substantiating Buchner and Stange’s attribution
of x1878 to a Tyrolean painter, since this saint was
especially venerated in that region. (9) The Last Judgment,
the ultimate act of Justice, was a popular late medieval
subject for courtrooms; x1878 may possibly have been
placed in a juridical setting.
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SOUTH GERMAN MASTER, c. 1485
K1593 : Figure 2

Young MaN IN A Rep Car. Portland, Ore., Portland
Art Museum (61.47), since 1952. Oil on parchment on
panel. 13 X9} in. (33:0 X24-2 cm.). The number 25 (or 27
or 29) inscribed at the upper left corner. Some restoration
in face; cradled in 1948; restored in 1953 following damage.
The sitter was initially planned to have a more aquiline
nose, larger mouth, and more vigorous expression.
Portland, 1952, p. 56, Cat. No. 23.

This depiction of a man in his later twentics is generally
consistent with the portrait conventions of the sccond half
of the fiftecenth century. Shown in three-quarter view
against a green background, the sitter looks to the left
through a trompe-1’ocil window frame, his red hat extend-
ing to the upper inner edge. The right hand grasps the end
of a red chaperon - a turban-like headdress hanging over the
shoulders, often worn as a sign of official appointment.?
The hair style and loose lacing of the undertunic collar
suggest a date of ¢. 1485. The sitter wears a segmented
pomander on a string.? According to Max J. Friedlinder
the painting is by a South German, probably Tyrolean
artist, active ¢. 1490. He read the numerals as 29.3 This view
was tentatively followed by Buchner. Portraits of this
kind are often found in Swabia as well as the Tyrol. k1593
may perhaps be a late fifteenth-century replica on parch-
ment after a slightly earlier panel painting. Its poor state of
preservation and lack of stylistic distinction preclude more
specific attribution.

Provenance: Graf von Enzenberg, Schloss Trotzberg.5 New
York, Paul Drey Gallery. Kress acquisition 1948, exhibited
- Brooklyn, N.Y., Exhibition of European Art, 1450-1500
Presented by the Rockefeller Foundation, Interns of the Brooklyn
Museum, 8 May-8 June 1936, Cat. No. 41, pl. 41, as
Tyrolean Master, latc fifteenth century. Andover, Phillips
Academy, Addison Gallery, Art of the Past, Cat. No. 7.
Kansas City, Kansas, William Rockhill Nelson Gallery,
Seventh Anniversary Exhibition, 1940, Cat. No. 59.

References: (1) A related pose is seen in Castagno’s Portrait
of @ Man (Washington, D.C., National Gallery of Art).
(2) See Erich Steingriber, Alter Schmuck, n.d., p. 81, fig.
126, for a similar Rhenish example, ¢ 1470, Munich,
Bayerisches Nationalmuseum. (3) Letter of 17/u/28, Kress
Archive. (4) Emst Buchner, Das deutsche Bilduis der
Spdtgotik und der friihen Diirerzeit, Berlin, 1953, fig. 132,
p- 119. He read the numbers as 25. (5) According to Drey
brochure.

ALBRECHT DURER

Albrecht Diirer was born in Nuremberg on 21 May 14713
he dicd there on 6 April 1528. He was the son of a gold-
smith who first trained him in that craft. He was then
apprenticed to the Nuremberg painter Michael Wolgemut
for about three years, starting on 30 November 1486. His
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travel years began in 1490; Diirer visited Colmar, Basel,
and probably Strassburg in 1494, returning to Nuremberg
in the same year, when he married. He left for Italy later
in 1494, residing in Venice and traveling elsewhere in
Northern Italy. Returning to Italy for a second time in
1505, he is recorded in Venice between 1506 and 1507 and
his Italian journey may have included Florence and Rome.
He went back to Nuremberg in 1507. He journeyed to the
Netherlands in 1520-21. Diirer’s extensive travels and
humanistic associates placed him in closer contact with
classical and renaissance art than almost any of his fellow
painters. In addition to multitudinous activities as painter,
engraver, water-colorist, woodcut-maker, ctcher, pub-
lisher, pageant master, and court artist, he wrote extensively
on art theory, proportion, perspective, and military
engincering. The most brilliant of graphic artists, Diirer’s
masterly prints and drawings and some of his paintings
brought together the Northern European and Italian arts
of the late fifteenth and carly sixtcenth centuries, in-
fluencing artists of both of these areas by acquainting them
with one another’s achievement and heritage.!

Reference: (1) Sce Erwin Panofsky, The Life and Art of
Albrecht Diirer, 3rd ed., Princeton, 1948; Hans Tietze and
Erika Tictze-Conrat, Kiritisches Verzeichnis der Werke
Albrecht Diirers, 1, Augsburg, 1928, 11, Bascl and Leipzig,
1937-38; Hans Rupprich, Diirer, Schriftlicher Nachlass,
Berlin, 1956-69, 1-u1. Matthias Mende, Diirerbibliographie
Bibliographie der Kunst in Bayern, Special Volume, Wies-
baden, 1971, nos. 1407, 1409-11, 2239, 2598-99.

K1835A (recto) : Figures 12, 13

MADONNA AND CHILD. Washington, D.C., National
Gallery of Art(1099), since 1951. Oil or mixed technique on
pancl (lime?).1 2034 X163 in. (52-6 X42-9cm.). Painted area:
192 X15% in. (50-5 X40-0 cm.). Coats of arms at the lower
left and right foreground, the blazoning of thc former:
Gules a giron argent voided sable from the dexter moving
to touch the opposite side of the shicld. Crest: the bust of
a Moorish woman, the hair braided, dressed in red with a
red and silver wreath in the hair and a gold earring. The
mantling is gules and argent.? They belong to the Nurem-
berg family Haller von Hallerstein.? The arms in the lower
right corner, supported by a wild man, cannot be traced,
possibly owing to incorrect overpainting added later in the-
sixtcenth century.* Abrasion in checks of Virgin; very
small loss in masonry section of window at left, parallel
with top of Mary’s head; generally extremely well
preserved. Restored by Modestini in 1950.

Suida, pp. 190-2, Cat. No. 84. Reproduced in color in.
Seymour, pl. 73.

K 1835B (verso) : Figures I1, 14

Lot AND HISs DAUGHTERS FLEEING SODOM AND
GoMORRAH. Washington, D.C., National Gallery of Art
(1099), since 1951. Oil or mixed technique on panel (lime?).
2014 X163 in. (52:6 X 42+9 cm.). Painted area: 193 X153 in.
(50-2 X400 cm.).5 Inscribed on rock at left center: Ap
[monogram] (Text Fig. 3). According to Buchner, this is
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an autograph, unique, carly form of Diirer’s monogram,
¢. 1496, which is related to that on his engraving Madonna
with the Locust (B.44).® Many small losses in sky area and in
daughters’ faces; signs of extensive worm-tunneling.?
Suida, pp. 190-2, Cat. No. 84. Reproduced in color in
Seymour, pl. 74.

KI835A

The Virgin and Child are seen slightly from below, in the
corner of a rich domestic interior, with a red hanging
behind them. An opening at the left shows an Alpine view,
a leaded aperture is at the far right. Mary, enveloped in
brilliant blue, stands behind a great ledge holding up the
nude Child, whosc foot rests upon a cushion on the ledge.
His right arm plays with her tresses, his left holds an apple
away from her. Her brooding, reflective demeanor points
to the Passion, as does the claborate marmoreal setting,
which suggests that of the Entombment. Christ’s apple
intimates his role as the New Adam; his awkwardly
raised leg the first step toward Calvary; the enclosed
garden to the left, Mary’s purity.® This composition with
its symbolic references was popular throughout Europe in
the fiftcenth century, especially in Flanders and Northern
Italy.® Related pictistic subject matter in less Italianate form
was employed by Diirer for the altar ordered by Frederick
the Wise in 1496 (Dresden, Gemildegalerie). k1835 was
understandably misattributed to Bellini when it first be-
came known in 1932, as the brilliant contrast of red and
blue and the monumentality of the central group together
with the architectural setting suggested the art of Northern
Italy, especially that of Montagna and Giovanni Bellini
(painters who influenced the young Diirer).® Buchner
noted the availability of North Italian art to the young
Diirer in the region between Venice and Nuremberg.!t
The Tietzes discussed the influence of Schongauer’s en-
gravings (cspecially B.29) and stressed the special importance
of Antonello da Messina’s Venetian altarpicce known as the
Pala da San Cassiano (Vienna, Kunsthistorisches Museum)
for the genesis of the Madonna and Child. They related the
landscape clements of K1835A to several of Diirer’s works
of the 1490s.12 Fricdlinder suggested a date between 1498~
1502 for the recto, placing its cxecution between the dates
of Diirer’s two Italian journeys, with the possibility that
Jacopo de’ Barbari may have contributed to its Italianate
qualities. He noted the similarity of the cnamcl-like
technique and the identical size of both K183 54 and Diirer’s
Self-Portrait of 1498 (Madrid, Prado), relating the manner
of Christ’s holding the apple to that of Eve in the engraving
of 1504 (8.1).® Buchner, describing the recto as one of
Diirer’s most original and noteworthy Virgin and Child
compositions, dated it closc to the Wittenberg Adoration
of the Magi (Florence, Uflizi) of 1504 and the Adam and
Eve (B.1).1* Wactzoldt believed 1835 to have been
executed during Diirer’s sccond Venetian stay (1506-7).15
The Tictzes dated both the front and back of the panel
1497-98.16 Panofsky suggested a date of 1498/9 for the
Virgin and Child, contemporary with the Prado Self-
Portrait (1498), noting the combination of a Flemish
scheme with Italianate monumentality.1? Winkler char-

acterized the recto as Diirer’s most beautiful half-length
Madonna.!® Suida (p. 192, Cat. No. 84) dated k18354 and B
c. 1497/8. Musper, following Tietze, cited Schongauer
(8.20) as a major influence, and grouped the Madonna and
Child with works donc in 1497.3° Seymour (p. 210)
suggested a date of 1497/8. Diirer’s aspirations toward
Italian art as evidenced by the Madonna and Child were
stressed by Longhi, who placcd the panel prior to the
painter’s second Italian journey when his goals were more
fully realized.® Liidecke proposed a date of 1496-1500,
noting qualities of pathetic realism characteristic of this
period.?* Walker (p. 114) followed Buchner’s views placing
k1835A after 1504, reflecting the Adam and Eve (s.1)
engraved in that year. Winzinger dated both sides ¢. 1496,22
Grote gave a date of 1497 for the Madonna and Child, the
year when Diirer is believed to have done a watercolor
of the village where the Haller family (whose arms are at
the lower left of Kk 18354) owned property. He thought the
painting was on an altar in the Haller family chapel, and
cxccuted after the Dresden Altar (Dresden, Gemilde-
galeric).® Broadley (p. 20) described both sides as executed
before Diirer’s first Venctian trip. The Summary Catalogue
(p- 45) dated x1835A and B c. 1505. Benesch regarded a
watercolor showing a half-length Virgin and Child
leaning over a book, in a niche (Cologne, Waliraf-
Richartz Museum), as a preparatory study for x1835A.23
The panel was described by Mende as the most Italianate of
Diirer’s works, dating around the time of his first Italian
journey, citing the Bagno a Cavallo Madonna (Bagno a
Cavallo, Capuchin Monastery) and the Madonna of the Alps
(Schweinfurt, Otto Schaefer) as other contemporary
Italianate works.2

Friedlinder’s initial dating of ¢. 1500 for the Madonna and
Child seems the most advisable, but the possibility of an
exccution closer to 1505 cannot be excluded owing to
numerous correspondences with the woodcut Life of the
Virgin scries (B.77-B.95), all but two of which were com-
pleted in that year. It is the most dramatic cxample of the
impact of Venetian Renaissance art upon that of the North
and presents an unusually suave, mannered aspect of the
young Diirer’s art.

K1835B

The verso depicts Lot leading his downcast daughters
through a rocky yet verdant landscape from Sodom and
Gomorrah. The citics are seen burning in the distance,
following the characterization in Genesis 19:28 as re-
sembling ‘the smoke of a furnace’, represented in much
the same way as the fiery vista of Babylon in the back-
ground of Diirer’s woodcut Apocalypse (8.73) of 1498. Lot
is at the right, holding a basket of provisions, a staff with a
canteen over his shoulder. He wears what was regarded at
the end of the fifteenth century as Near Eastern (Turkish)
garb. The daughter in the middle holds a coffer, a distaff
and spindle, and a staff with a sack; the daughter at the left
balances a bundle on her head. Lot’s wife is seen from the
back, in the middle distance, witnessing the cities’ destruc-
tion. God’s dclivery of the righteous Lot and his family
had long been interpreted as a prefiguration of Christian
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salvation. In the Speculum Humanae Salvationis and in the
Biblia Pauperum this subject anticipates that of Christ in
Limbo, indicative of both God’s mercy and deliverance.2¢
The young Diirer probably understood the subject in its
later interpretation, where the preservation of Lot’s family
was narrowly linked to the Last Judgment, with the
salvation of the just and damnation of sinners.2” The front
and back of k1835 are in thematic accord as both cleatly
refer to Redemption. If the young artist always intended
to paint a Virgin and Child on the other side of the Lot, his
initial project for the Mother and Son was perhaps more
Gothicizing (as suggested by Benesch). Its present ap-
pearance may be modified by North Italian influence
following Diirer’s return from Venice. Painted versi other
than altar wings arc extremely unusual in Diirer’s ocuvre,
although they are often seen on the back of contemporary
portraits.28

Fricdlinder pointed out the closc relationship of the Lot
landscape to that of the Whore of Babylon woodcut from the
Apocalypse of 1498 (8.73), and to the drawing of a cliff
(formerly Bremen, Kunsthalle) of ¢. 1497, placing k18358
in the same year or shortly thereafter. Commenting on the
problem of dating both sides of k1835, Friedlinder,
clthough at first inclined to place the verso carlier than the
recto, suggested that both are contemporary, the sceming
stylistic differences due in part to varying techniques,
contrasting the enamel-like surface of the Madonna and
Child to the almost watercolor character of the probably
very swiftly exccuted Lot and his Daughters.2® Buchner
proposed a date between 1496 and 1498 for k18358,
inclining toward 1496/7 in view of Diirer’s assumption of
the classical monogram (very different from that of
K18358) after 1497.30 The Tietzes, citing several cxamples
from Diirer’s prints, paintings, and drawings of 1497-98,
dated k18354 and B in those ycars®! Panofsky viewed
K1835B as definitcly carlicr in datc than the recto.3? Suida
(1951, p. 192) felt that both front and back may have been
painted in 1497/8. Winkler dated Lot aund his Daughters
¢. 1495, executed within the same months as the engraved
Penitent St. Jerome (8.61). He implied that the verso pre-
dated the recto.® Broadley (p. 22) dated K1835B as con-
temporary with the front, sceing it as part of a small
domestic altarpicce, cxecuted shortly before his first
Venetian trip. Stange suggested a date of ¢. 1498 for the
back, relating it to a Diirer panel from the early 1490s.34
Winkler related the style of k18358 to that of carly German
book illustration. He contrasted the northern character of
the Lot with the Italianate, Bellinesque aspect of the recto.3s
The landscape style of k18358 was related by Longhi to
that of Diirer’s Madonna of the Alps (Schweinfurt, Otto
Schacfer collection), which he dated ¢. 1505~7, during the
artist’s second journey.®® The technique of k18358 was
mistakenly described by Benesch as ‘transparent water-
color’. He dated it as contemporary with the Apocalypse
of 1498.37 The Lot has been tentatively attributed by Walter
Strauss to the young Albreche Altdorfer. He suggested that
the monogram could be read as a double A, modeled by
Altdorfer on an carly form of Diirer’s in just the same
fashion as Altdorfer based his mature monogram upon a
more advanced one of Diirer’s.3® Nothing is known of

Altdorfer’s art prior to ¢. 1502; K183 5B docs not correspond
stylistically with Altdorfer’s first surviving works. It has
also been proposed that the Lot might be an addition of
¢. 151020 by an adherent of the Diirer circle, such as von
Kulmbach or Schiuffelein, working in an approximation
of the master’s earliest manner.

Although less adroit than the bulk of Diirer’s oeuvre,
k183 5B falls within his very early style, datable in the mid-
1490s.3° It is comparable to Diirer’s rare book illumina-
tions, such as the title-page of the Theocritus Opera (Aldus
Manutius, Venice, 1495) painted by the young artist for
his friend Willibald Pirckheimer.4® Aspects of the com-
position and figure style of k18358 recall Schongauer’s
engraved Peasant Family Going to Market (8.88), dated
shortly after 14704! Diirer was eager to study under the
older master, coming to his home in Colmar in 1492,
shortly after Schongauer’s death.%2 The landscape sections
of the Lot and his Dauglters are very close to that of a Saint
Christopher (formerly at Dessau, Museum), probably a
very carly panel by Diirer.®® Unless one presupposes that
the lost frame of k1835 may have had the artist’s signature,
it is curious that the latter should only have appeared in
such a modest, relatively obscure location on the verso,
where its placement suggests that the project may have
been set aside to be resumed at a later date. The only
generally accepted work of Diirer’s (other than some of his
portraits) not to be signed on the recto is the Dresden Alear,
ordered in 1496 (Dresden, Gemildegaleric), which is,
significantly, from two diffcrent periods: the central panel
¢. 1496/7, and the wings added about 1503/4.4¢ A similar
hiatus may partially explain the disparity between the front
and back of the Kress panel which shows a brooding
Bellinesque formality on one side and a Northern narrative
treatment on the other. The forceful, almost iconic scverity
of the Madonna and Child, with its austere, somewhat
classical associations - especially the Cupid-like child -
provides cloquent testimony to Diirer’s assimilation of
North Italian art of the quattrocento. Together with the
naturalistically rendered, graphic verso, the pancl provides
unique insight to the formation of key components of the
great master’s art. That Diirer’s important Italianate
Mecdonna and Child was well known to his atclier in
the carly sixtecenth century is documented by Hans
Schiuffelein’s woodcut of the Holy Family (Geisberg 1048,
Bartsch 13), where the clumsy insertion of a Joseph at the
lower right, offering Jesus an apple, necessitated some
modifications of k1835A’s composition.

Provenance: Possibly Willibald Imhof the Elder, by 1573.4%
Possibly Paul von Praun, by 1778 until ¢. 1801.4% Colonel
Charles a’Court-Repington (1858-1925) Amington Hall,
near Tamworth, Warwickshire, sold to Mrs. Phyllis Loder.
London, Mrs. Phyllis Loder, sold 1932 (London, Christic’s,
Catalogue of Pictures by Old Masters. The Property of Maurice
Ruffer Esq. and others, 29 Apr. 1932, p. 11, Cat. No. 51, as
Bellini, listed with a group of paintings from ‘different
properties’). According to annotated catalogue of FARL,
Lot st at the Christie sale was purchased by Vaz Dias.
Lugano, Switzerland, Baron Dr. Heinrich von Thyssen-
Bornemisza (Stiftung Sammlung Schloss Rohoncz, 1937,
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part 1, p. 47, Cat. No. 127, as the Madonna Thyssen,
catalogue by Rudolf Heinemann). New York, M. Knoedler
and Co. Kress acquisition 1950.

References: (1) Friedrich Winkler, Albrecht Diirer, Leben und
Werk, Bertlin, 1957, p. 77, described the technique as oil.
Emst Buchner, ‘Die sicben Schmerzen Miria.. .,
Miinchner Jahrbuch der bildenden Kunst, n.s. 11, 1934-36,
pp: 251-70, p. 262, identified the panel as limewood. (2)
J- B. Rietstap, Armorial Général, 2nd ed., Gouda, 1884-87,
1, p. 876. These arms were granted to the family in 1433.
An addition was made in 1528 in the form of the quartering
of the extinct Hallerstein family. The arms here would
therefore have been put on before that date (1528). See A.
Sicbmacher, Wappenbuch, Niirnberg, 1856, 1, part 1,
p. 68, pl. 36. (3) Max J. Friedlinder ("Eine unbekannte
Diirer-Madonna’, Pantheon, vi, 1934, pp. 321-4, n. 1)
quotes von Botzheim and von Haller that the Haller
family arms as shown in K1835A were those of the family
prior to 1521. They also seem to suggest that the arms
belonged to the donors of the painting intended for a
Nuremberg church as, with the exception of the city
itself, no arms werc depicted with a crown on the helm
from about 1500 onwards. The City Council opposed the
addition of the crown. These specialists did not notice the
crown which is tentatively painted above and over the
wreath. The charge of the Haller arms is reversed, within
the shield, an occasional practice that was allowed for the
sake of symmetry to balance the direction taken by
charges in another shield nearby. Friedlinder suggested
that the somewhat awkward insertion of the arms may have
been made by an apprentice. Tictze related the arms to
those on the back of Oswald Krell of 1499 (Munich,
Pinakothek). H. Tietze and E. Tictze-Conrat, Kritisches
Verzeichnis der Werke Albrecht Diirers, Basel-Leipzig, 1937,
1, part 1, ‘Der Reife Diirer’, p. 15, Cat. No. 130a. The
Haller arms have a crown added to the helmet that never
scems to have been completed at the left hand side and at
the right it looks as though it has been rubbed. Should the
arms prove to be by another hand, a likely candidate for
their exccution would be the author of the heraldic panels
in the Germanisches Nationalmuscum, Nuremberg,
(reproduced by Valentin Scherer, Diirer, Stuttgart and
Berlin, n.d. [1904], p. 406) - two narrow wings with wild
men supporting heraldic shiclds. They are the ‘cover’ for
the portrait of Oswald Krell (1499, Munich, Alte
Pinakothek). (4) The use of the wild man bearing the arms
at the lower right suggests that they belong to a Nuremberg
family as this genre was especially popular in that city.
Wild men are also linked with weddings in German
fifteenth and sixteenth century art. See Richard Bernheimer,
Wild Men in the Middle Ages, Cambridge, 1952, p. 60 and
chap. 6 ‘His Heraldic Role’, pp. 176-85. This figure in
K1835A has been linked to a Dresden drawing of ¢. 1500
(Friedlander, op. cit., p. 323). Reproduced in Tietze and
Tietze-Conrat, op. cit., I, p. 215, Cat. No. wi4z. The
format and placement of arms suggest that K1835A was
originally painted to commemorate a wedding, judging
by a related depiction, the Behaim Madonna (Nuremberg,
Germanisches Nationalmuseum, Accession No. 1122),

there attributed to a follower of Hans Pleydenwurff. It
was painted ¢. 1486 for a Nuremberg senator and his bride
from Augsburg. See Albrecht Diirer Ausstellung im
Germanischen Museum, Nuremberg, 1928, p. 27, Cat. No.
20, pl. 11. Diirer executed armorial projects for the same
family in 1518/20. Sec Hans Rupprich, Diirer, Schriftlicher
Nachlass, Berlin, 1956, 1, pp. 845, Letter No. 30. (5)
According to Buchner, op. cit., p. 262, the verso seems to
be cut at the top, bottom, and right side. Winkler, op. cit.,
p. 77 followed this view. Suida, p. 192, noted that careful
examination proves this to be incorrect. (6) Buchner, op.
cit., p. 262. Winkler, loc. cit., follows Buchner’s view. For
carly Diirer monograms, see Gustav Pauli, ‘Diirers
Monogramm’, Festschrift fir Max J. Friedlinder, Leipzig,
1927, pp. 34~40; Lisa Ochler, ‘Das “geschleuderte” Diirer
Monogramm’, Marburger Jahrbuch, xvu, 1959, pp. §7-191.
(7) See A. C. Cooper photograph (Frick Art Reference
Library w.w7808) for condition bcfore restoration.
According to Rudolf Heinemann, Stiftung Sammlung
Schloss Rohoncz, Zurich, 1937, part 1, p. 47, Cat. No. 127,
k18358 was long obscured by overpainting. A Cooper
photograph of K 18354 (FARL Neg. w7808) shows its fine
condition. (8) This symbol derives from the ‘garden
inclosed’ of the Song of Solomon (4:12). For Marian
symbols see Julius von Schlosser, ‘Zur Kenntnis der
kiinstlerischen Uberlieferung im spiten Mittelalter’,
Jahrbuch der Kunsthistorischen Sammlungen des allerhchsten
Kaiserhauses, xxm, 1902, pp. 279-338, csp. p. 287. (9) See
Colin Eisler, ‘Rubens’ Uses of the Northern Past: The
Michiels Triptych and its Sources’, Musées Royaux des
Beaux-Arts de Belgique, Bulletin, Year 6, 1967, pp. 43-78.
Although Venetian art is always cited as a model for the
Madonna and Child, the proportions and pose go back to
Byzantine models preserved and emulated in the North
as well as in Italy, most notably in a very carly fifteenth-
century Virgin and Child by Jean Malouel (Berlin,
Staatlichc Muscen). (Millard Meiss and Colin Eisler, ‘A
New French Primitive’, Burlington Magazine, cu, 1960,
pp- 233-40). Diirer’s composition was restored to an icon-
like setting in an carly sixteenth-century colored woodcut
by Hans Wechtlin which accentuates the “first step’ posture
of the child. (See Winkler, ‘Hans Wechtlins “Schéne
Maria”’, Berliner Muscen - Berichte aus dein ehem. preus-
sischen Kunstsammlungen, n.s., 1, 1951, pp. 9-I1.) (I0)
Friedlinder, op. cit., pp. 322—4. See also Roberto Longhi,
‘Una Madonna del Diirer a Bagno a Cavallo’, Paragone,
X1, 139, 1961, pp. 3-9, esp. p. 4. (X1) Buchner, op. cit.,
p. 270. (12) Tietze and Tictze-Conrat, op. cit., 11, part I,
p. 15. The landscape view and placement is especially
reminiscent of those in three similarly composed portraits
of members of the Tucher family of 1499 (Hans and
Elizabeth formerly at Weimar, Grossherzog. Museum;
Elsbeth at Kassel, Gemildegalerie). (13) Friedlinder, op. cit.,
p- 324. (14) Buchner, op. cit,, p. 268. (15) Wilhelm
Waetzoldt, Diirer und seine Zeit, Vienna, 1935, p. 210.
(16) Tietze and Tietze-Conrat, op. cit., 1937, 1, part I,
p- 15. (17) Erwin Panofsky, The Life and Art of Albrecht
Diirer, 3rd ed., Princeton, 1948, 11, p. 10, Cat. No. 25,
4thed., 1955, p. 42. Not having scen the painting, Panofsky
had no definite opinion as to the authenticity of k183 5s.
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(18) Winkler, 1951, op. cit., p. 11. (19) Heinrich Theodor
Musper, Albrecht Diirer, der gegenwirtige Stand der Forschung,
Stuttgart, 1952, p. 214. In Diirer (London, 1966) he
suggested a date of 1497/8 (p. 14). On p. 74 Musper related
the Virgin to the Magdalen in the Glimm Lamentation of
¢. 1500 (Munich, Pinakothek). (20) Longhi, op. cit., p. 7.
(21). Heinz Liidecke, ‘Diirer und Italien’, Dezennium I:
Zehn Jahre Veb Verlag der Kunst, Dresden, 1962, pp. 284—
304, p. 292; also his ‘Albrecht Diirer und Italien’, Bildende
Kunst, 11, 1964, pp. 74 ff. (22) Franz Winzinger, Kindlers,
1, pp. 160, 166. (23) Ludwig Grote, Diirer, biographical and
critical study, 1965, Geneva, pp. 25, 49. (24) Otto Benesch,
German Painting from Diirer to Holbein, Geneva, 1966, p. 19.
The drawing is Winkler, no. 142, reproduced in Albrecht
Diirer, das gesammte graphische Werk, 3rd ed., Munich, 1971,
1, p. 168. The drawing is here dated between the middle
of 1495 and c. 1499. (25) Matthias Mende, ‘1471 — Albrecht
Diirer - 1971°, Connoisseur, CLXXVI, 1971, pp. 16172, csp.
pp- 165-70. (26) Sec Réan, 1, 1, pp. 115 ff. Sce also Karl
Kiinstle, Ikonographie der christlichen Kunst, Freiburg-im-
Breisgau, 1926-28, 1, p. 82 ff.; Broadley, p. 22. (27) Tobias
Stimmer, Neue kiinstliche Figuren biblischer Historien, Basel,
1576, n.p. The scene is accompanied by the inscription:
Genes: XIX.Cap. Vorbild leztes Gerichts. (28) Panofsky,
1955, op. cit., p. 116. The only comparable examples by
Diirer are: the carly St. Jerome (Cambridge, England,
Fitzwilliam Musecum, Sir Edward Bacon Collection),
which has an apocalyptic scene on the verso, and the
Allegory of Avarice painted on the back of the Young Man
of 1507 (Vienna, Kunsthistorisches Museum). Here the
portrait predates the verso, which has been interpreted as
Diirer’s rebuke to his stingy sitter. The St. Jerome verso is
reproduced by Edmund Schilling, ‘Diirers Tifclchen mit
dem heiligen Hieronymus’, Zeitschrift fiir Kunstwissenschaft,
X1, 1957, pp. 175-84, fig. 3, p. 179;in color in Connoisseur,
Mar. 1971, p. 171. (29) Fricdlinder, op. cit., p. 322. (30)
Buchner, op. cit., pp. 262, 268. (31) Tictze and Tietze-
Conrat, 1937, op. cit., pp. 15-16. (32) Panofsky, Albrecht
Diirer, Princeton, 1943, 11, p. 10, Cat. No. 25. (33) Winkler,
1957, op. cit., p. 77. (34) Alfred Stange, ‘Ein Gemilde aus
Diirers Wanderzeit?’, Festschrift fiir Werner Noack, Con-
stance, 1959, pp- 113 ff. (35) Winkler, ‘Einc Pergament-
malerei von Diirer’, Pantheon, xvimi, 1960, pp. I14-I6.
(36) Longhi, op. cit., p. 7. (37) Benesch, op. cit., p. 19. He
may have misunderstood Friedlinder, op. cit., p. 322. (38)
Told to writer in 1970. (39) It is also close in style to a
diptych of c. 1500, of enigmatic authorship, showing the
Martyrdom of St. Sebastian (Berlin, Staatliche Muscen). Now
given to the Master of the Scbastian Diptych, the Berlin
work has also been assigned to Altdorfer, the early Diirer,
and Baldung Grien. See Ernst Buchner, ‘Der Meister des
“Sebastians-Diptychons” °, Zeitschrift fiir Kunstwissenschaft,
XV, 1961, pp. 171-9, and Wolfgang Kermer, ‘Studien zum
Diptychon in der sakralen Malerei’, Diss., Tiibingen, 1967,
pp. 114-15, Cat. No. 120. (40) Scc Erwin Rosenthal,
‘Diirers Buchmalercien fiir Pirckheimers Bibliothek’,
Jahrbuch der koniglich preussischen Kunstsammlungen, 11,
1930, pp. 175-8. Dated by Panofsky, 1948, op. cit., 1,
p- 161, Cat. No. 1714, ¢. 15014, prior to the decath of
Pirckheimer’s wife, whose arms are included. (41) Accord-

ing to Alan Shestack, The Complete Engravings of Martin
Schongauer, New York, 1969, p. xi, pl. 1. (42) Panofsky,
1955, op. cit., p. 5. (43) A controversial work, it was rejected
as Diirer’s by Panofsky, the Tietzes and Winkler. However,
the Tictzes and Winkler later came to admit it to the
master’s ocuvre. See Edmund Schilling, ‘Diirers Tifelchen
mit dem heiligen Hicronymus’, Zeitschrift fiir Kunstwissen-
schaft, x1, 1957, pp. 175-84 and fig. s, p. 183. (44) Panofsky,
1955, op. cit., p. 39. (45) The inventory of the art collection
of Willibald Imhof the Elder, 1573, included ‘a panel
of Sodom and Gomorrah Burning, supposedly also painted
by Albrecht Diirer’ (Cat. No. 6). Information courtesy of
Walter L. Strauss, who noted that the phrasing is in strong
contrast to the more definite attribution of other works in
the Imhof collection to Diirer. Imhof was the grandson of
Willibald Pirckheimer, Diirer’s closest friend. Strauss did
not belicve the Washington pancl to be that listed by
Imhof, because the recto (xk18354) showing the Virgin and
Child is not mentioned in the inventory. The arms on
k18354, belonging to the extremely wealthy Haller
family, would also scem to preclude ownership by the
Imhofs later in the century. (46) k1835 may be the panel
recorded by Christoph Gottlicb von Murr (Beschreibung
der vornehmsten Merkwiirdigkeiten in des H. R. Reichs freyen
Stadt Niirnberg, Nuremberg, 1778, p. 476, Cat. No. 239),
‘Von cinem unbekannten sehr alten Meister: Lot ecilet mit
scinen T&chtern aus Sodom. Man sichet unter andern auch
ein Marienbild angebracht. Auf Holz’, as in the Paul von
Praun collection. However, in the same writer’s Description
du Cabinet de M. Paul de Praun, 1797, p. 31, the same
catalogue number (239) referred to a depiction of Lot and
his Daughters leaving Sodom by Joachim Patinir. The figures
are described as ‘decoupées, sans justes ombres, sur bois.
Haut. 8 pouces, Larg. 8 pouces. Albert Diirer regut ce petit
tableau en 1521 3 Anvers par le Sccretaire de cette Ville'.
k1835 might be the panel recorded by Joseph Heller, Das
Leben und die Werke Albrecht Diirers, Bamberg, 1827, 11,
part 1, p. 231, ‘Einc h. Jungfrau mit dem Kinde schr
vorziiglich. Befand sich noch 1801 in dem berithmten
Praunschen Kabinett vor dem Verkaufe desselben an den
Kunsthindler Frauenholz’.

ALBRECHT DURER
k1702 : Figure 17

A CLERIC, PROBABLY JOHANN DoRrscu. Washington,
D.C., National Gallery of Art (1100), since 1950. Oil on
vellum, mounted on canvas. 163 X13 in. (42-9 X33-2 cm.).
Inscribed at upper right in pale yellow (with flourishes at
cither side): 1516, with the classical AD monogram im-
mediately below. Old label on stretcher: No. 114F Ram 119
Albrecht Diirrers [sic]. Label from Newhouse Galleries:
No. 57737 Portrait of a Man, Albrecht Diirer. Mounted on
canvas at an unknown date, probably in the carly nine-
tcenth century, impressing a canvas texturc upon the vellum,
Slight abrasions in drapery at right of neck and in hair at
right. Small tears at the left, bottom and top edges of
parchment. Stretcher marks along left side and top with
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darkening of green background in these areas.! A heavy
coating of discolored varnish was removed by Isepp in
Vienna before April 1934.% The use of vellum as a support
for painting scems to have been unusually popular with
Diirer in 1516.%

Suida, p. 194, Cat. No. 85. Reproduced in color in
Walker, p. 119.

K1702 is a bust-length portrait of a man with fair hair, light
eyes, square-cut features, in three-quarter view, facing left,
against a green background. Window panes are reflected
in his eyes. He wears a black pileus and black tunic,
scholarly garb indicating his possession of a Master of Arts
degreet

This portrait was identified as that of Johann Dorsch in the
carliest known record of its existence, described by C. G.
von Murr in 1778 and again in 17975 Dorsch, an
Augustinian, became a Lutheran, recorded as such in 1524,
and is known to have been Pastor of the Protestant
Johanneskirche in Nuremberg from 1528-41.% He probably
presided at Diirer’s funeral, which took place in the grave-
yard of the Johanneskirche in 1528.7 Before the Reforma-
tion the Johanneskirche was Augustinian, and was the
parish church of both Diirer and his dearest friend Willibald
Pirckheimer. Diirer was closely associated with the
Augustinian Order throughout his lifetime; the artist’s
friends Luther, Erasmus, and Link all belonged to it.
Diirer visited Link at the Augustinian center in Antwerp
in 1520.8 Should the Kress portrait prove not to depict
Dorsch, it may represent Link. Despite his clerical, rather
than monastic garb, the sitter for k1702 could have been a
canon of the Augustinian Order since they ‘resembled
monks insofar as they lived in community and took
rcligious vows; but their state of life remained essentially
clerical, and as clerics their duty was to undertake the
pastoral care and serve the parish churches in their
patronage.’® Unlike the Augustinian Hermits, the branch
to which Martin Luther belonged, the Canons were
without tonsure. Considerable biographical information
concerning Dorsch was given by Heller. Prior to Dorsch’s
conversion to Lutheranism in 1524 he and the Augustinian
Hans Link were close associates.!®

The Dorsch identification, not generally maintained after
Heller, was revived by Flechsig. He noted that it went
back to an ancicnt source used by von Murr, and for this
rcason should be accepted until conclusively refuted.t
Thausing described the Kress painting as a portrait by
Diirer of a church officer.?® Tictze called it Bildnis eines
Geistlichen (‘Portrait of a Cleric’), suggesting that the sitter
was an acquaintance of Diirer’s in view of the portrait’s
direct, very personal quality. Subsequent literature mis-
translated Tictze’s title as ‘Portrait of a Clergyman’.®® The
portrait has also becn proposed as that of the Swiss reformer
Ulrich Zwingli (1484~1531).2 Winkler, like most scholars,
rejected the Zwingli identification, pointing out that
Diirer could not have known the reformer until 1519.15
The portrait was accepted as a work by Albrecht Diirer by
all writers until 1866, when Waagen attributed it to Hans
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von Kulmbach.'® The painting was returned to Diirer by
Frimmel.? Thausing’s Diirer included k1702, stressing the
authenticity of the monogram.!8 Kélitz’ Vo Kulmbach ac-
cepted K 1702 as a Diirer, rejecting Waagen'ssuggestion. 12
Thode, in his study of Diirer portraiture, noted that the
color and form of the date and monogram of k1702 are
closc to those on a Portrait of a Man (Milan, Borromeo
Collection), which is also on vellum.2® Another mono-
graph, by Scherer, also included x1702.2! Weixlgirtner’s
review of Scherer revived Waagen’s doubts concerning the
authorship of the portrait.?* The Kress painting was
retained by Reinach as a work by Diirer.?® Friedlinder
included x1702 in Diirer’s oeuvre as Portrait of a Man.?
Commenting upon the somewhat flat appearance of the
Kress portrait, Wolfflin noted that this is characteristic of
Diirer’s later portraits, none of which compares in quality
with his drawings.?® Winkler included k1702 in his
Klassiker der Kunst volume.2® Following the recent cleaning
of the Kress painting, Tietze reaffirmed Diirer’s author-
ship.2” Panofsky noted that just before the time k1702 was
painted Diirer had ‘A tendency to stress linear calligraphy
and two-dimensional display at the expense of volume and
perspective . . .".28 Musper and Winkler also included
K1702 as an autograph work by Diirer.?®

This portrait by Diirer is rendered in a rather static,
abstract, inanimate fashion which is sometimes found in
the master’s later works. These qualities are accentuated by
the surface immobility contributed to by gluing the
vellum to canvas.

Provenance: Praun Collection, before 1778.2° Count Johann
Rudolf Czernin von Chudenitz, Vienna, as catly as 1821,
and until 1950,3 exhibited — Nuremberg, Albrecht Diirer
Ausstellung im Germanischen Museum, 1928, pp. s6~7, Cat.
No. 61, as Portrait of a Clergyman. Zurich, Schweizerisches
Landesmuseum, Mar. 1949. New York, Newhouse
Galleries. Kress acquisition 1950.

References: (¥) Hans Tictze and Erika Tietze-Conrat,
Kritisches Verzeichnis der Werke Albrecht Diirers, Basel and
Leipzig, 1937, 1, part 1, ‘Der Reife Diirer’, p. 119, Cat.
No. 663, stated crroncously that k1702 is vellum laid on
panel; followed by Erwin Panofsky, Albrecht Diirer, 3rd cd.,
Princeton, 1948, 1, p. 18. Heinrich Theodor Musper,
Albrecht Diirer (trans. Robert Erich Wolf), New York, n.d.
[1966], p. 26, listed k1702 as scemingly in poor condition,
but this is not the case. Valentin Scherer, Diirer, Klassiker
der Kunst, v, Stuttgart, n.d., p. ss, described the support
as paper, as did Friedrich Winkler (Diirer, Klassiker der
Kunst, 4th cd., Berlin and Leipzig, n.d. [1928], p. 416),
who suggested that the color of k1702 was added after
the exccution of the drawing. (2) Tictze, ‘Das Diirerbild
der Sammlung Czernin’, Pantheon, Apr. 1934, p. 110,
described the freshly cleaned state of the Kress painting.
(3) For other examples, see Tictze and Tictze-Conrat, 1937,
op. cit.,, 1, 1, p. 118, Cat. No. 659, Virgin and Child with a
Carnation (Augsburg, Gemildegaleric); p. 118, Cat. No.
660, a Head (formerly Munich, von Nemes Collection);
p- 118, Cat. No. 661, Portrait of Michael Wolgemut (formerly
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Nuremberg, Germanisches Nationalmuseum, wrongly
described by the authors as on panel). The latter was long
in the same collection as k1702, that of Paul von Praun,
and is recorded by Christoph Gottlicb von Murr,
Beschreibung der vornehmsten Merkwiirdigkeiten in des H. R,
Reichs freyen Stadt Niimberg, Nuremberg, 1778, p. 470,
Cat. No. 120, along with k1702 (Cat. No. 119). The size
of k1702 corresponds to that of a vellum sheet used by
Diirer for his Self-Portrait of 1493 (Paris, Louvre). This was
noted by Winkler, Albrecht Diirers Leben und Werk, Berlin,
1957, p. 268. (4) Information communicated by W.
Norman Hargreaves-Mawdsley, who cited the garb as
conforming with that described in the original statutes of
the University of Cologne (1393). See Franz Joseph von
Bianco, Versuch einer Geschichte der ehemaligen Universitdt
und der Gymnasien der Stadt Koln, Cologne, 1833, p. 406.
Mrs. Stella Mary Newton has noted that small buttons or
other fastenings should appear on the collar of x1702. (5)
Christoph Gottlicb von Murr, Description du Cabinet du
Monsieur Paul de Praun, Nuremberg, 1797, p. 14, Cat. No.
119, ‘Le Portrait de Jean Dorsch de I'Ordre de S. Augustin,
ct 1518 [1528]-1541 Curé de S. Jean. Peint en huile, sur
parchémin 1516 Haut. 1 pied, 4 pouces, Larg. 1 pied,
1 pouce’. (6) Sec Wursel, Diptycha ecclesiae norembergensis,
1757, p. 302. Sec Note 10 below. (7) Hans Rupprich, Diirer,
Schriftlicher Nachlass, Berlin, 1956, 1, p. 298. (8) Sce M.
Zucker, Albrecht Diirer, Schriftenn des Vereins fiir Reforma-
tionsgeschichte, xvu, Halle, 1900, pp. 142-3. See also Hans
Rupprich, op. «it., 1, pp. 54, 174, 176, 201, 262 and 281.
(9) Edward Cuthbert Butler, ‘Augustinian Canons’,
Encyclopaedia Britannica, 11th ed., Cambridge, 1910, 11,
pp. 910-11. (10) Joseph Heller, Das Leben und die Werke
Albrecht Diirers, Bamberg, 1827, 11, part 1, p. 231. ‘Bildnis
des Johann Dorsch,* in Ocl auf Pergament, 1516, 1 Sch.
4 Z. hoch, 1 Sch. 1 Z. breit, wurde vor mehreren Jahren
verkauft. Weisc iibersah es, und fithrte es deswegen nicht
an. (*Er war cin Augustiner-Mdnch zu Niirnberg, trat zu
dem ncuen Glauben {iber, wurde 1524 zu Schwabach erster
lutherischer Prediger, aber der katholische Pfarrer Hans
Link bot alles auf, ihnzu verdringen, welchesauch geschah.
1528 crhielt Dorsch die Stelle als Pfarrer zu St. Johann in
Niimnberg, in demsclben Jahre wurde Diirer auf dem
Johannes-Kirchhof begraben. Er bekleidete dieses Amt bis
an scin End, welches 1541 erfolgte. In dem Murrschen
Katalog vom Praunschen Kabinet ist ein Druckfehler: denn
cs wird gesagt, dass er 1518 Pfarrer bey St. Johann war,
welches 1528 heissen muss).” For Diirer and Link, see
Rupprich, op. cit., 1, p. 176, linc 186 f; p. 201, note 737;
p. 262, no. 43 and note 2; p. 281, no. 126 and notes 1, 2.
(1x) Eduard Flechsig, Albrecht Diirer: sein Leben und seine
kiinstlerische Entwickelung, Berlin, 1928, 1, p. 411. Panofsky
referred to k1702 as ‘Portrait of a Clergyman (Johannes
Dorsch?)’ (op. cit., p. 18, Cat. No. 81). Musper (Albrecht
Diirer, der gegemwiirtige Stand der Forschung, Stuttgart, 1952,
p- 264) accepted the Dorschidentification ; Franz Winzinger
listed it as ‘Portrait of a Cleric, Johannes Dorsch’ (Kindlers,
1, p. 168). (12) M. Thausing, Albrecht Diirer; Geschichte
seines Lebens und seiner Kunst, 2nd ed., Leipzig, 1884, 1,
p- 133. (13) Tictze and Tietze-Conrat, op. cit., 1937, 11, 1,
p- 119, Cat. No. 663. In 1934 (op. cit.), Tietze did not

support the Dorsch identification since he found it unlikely
that an Augustinian would have been shown in scholarly
rather than monastic garb in 1516. This view is similar to
that of Heinrich Thode (‘Drei Portrits von Albrecht
Diirer’, Jahrbuch der kéniglich preussischen Kunstsammlungen,
XvI, 1803, pp. 198-219, p. 210), who assumed the sitter to
be a resident of Nuremberg. Suida, p. 194, entitled x1702
‘Portrait of a Clergyman’. Winkler (op. cit., 1957, p. 268)
also disbelicved the Dorsch identification, stating (without
source) that he first came to Nuremberg in 1528. (14) See
Hans Hoffman, ‘Ein mutmassliches Bildnis Huldrych
Zwinglis’, Zwingliana, Beitrige zur Geschichte Zwinglis[Der
Reformation und des Protestantismus in der Schweiz, v,
part 9, 1948, pp. 497-501, csp. p. 497. Hoffinan suggested
that Zwingli is shown standing to the right of John
Frederick of Saxony in a painting at the Toledo Muscum
of Art attributed to Lucas Cranach which shows the
Elector surrounded by reformers and humanists. The
resemblance to k1702 is not entirely convincing - the
Toledo figure is bearded and has been said to depict
Planckfeld. Sec also Reformicerte Schweiz, Zurich, 6.
Jahrgang, Heft 3, Mar. 1949, k1702 reproduced on title
page with the notation that several rescarchers hold it to be
a portrait of Zwingli. The Kress portrait does not resemble
the portrait by Hans Asper of ¢. 1531 generally accepted as
Zwingli (Winterthur, Kunstmuseum). Should k1702 prove
to be a portrait of Zwingli, the date 1516 is of special
significance since this is the first year in which he is recorded
as preaching the ‘Gospel of the Reformation’. (15) Winkler,
op. cit., 1957, p. 268. (16) Gustav Friedrich Waagen, Die
vornehmsten Kunstdenkmdler in Wien, Vienna, 1866, 1,
p- 298, Cat. No. 28. (17) Theodor von Frimmel, Wiener
Galerien, Licfg. 11, 1883. (18) Thausing, op. cit., p. 133.
(19) K. Kolitz, Hans Suess von Kulmbach, Beitrige zur
Kunstgeschichte, 1801, p. 82. The Anton Springer mono-
graph (Berlin, 1892) omits the Kress painting. (20) Thode,
op. cit., p. 210. (21) Scherer, op. cit., p. s5. (22) Arpad
Weixlgirtner, Die Graphischen Kiinste, xxvi, in supple-
ment, Mittcilungen der Gesellschaft fiir verviclfiltigende Kunst,
No. 3/4, 1905, pp. 68-9, esp. p. 69. (23) Salomon Reinach,
Répertoire de Peintures du Moyen Age et de la Renaissance,
Paris, 1905, 1, p. 87. (24) Max ]. Fricdlinder, Thieme-
Becker, x, p. 70. K1702 is not mentioned in Fricdlinder’s
monograph of 1921 (Albrecht Diirer, Leipzig). (25) Heinrich
Wolfflin, Die Kunst Albrecht Diirers, Munich, 1920, p. 225.
(26) Winkler [1928], op. cit., p. 416. (27) Tietze, 1934,
op. cit., p. 110. (28) Panofsky, op. cit., 1, p. 192. (29) Musper,
1952, op. cit., p. 264; Winkler, 1957, op. cit, p. 268.
(30) Recorded by von Murr, Beschreibung der vornehmsten
Merkwiirdigkeiten in Niirnberg, 1778, p. 470, Cat. No. 119,
in the ‘Praunisches Musecum, Deutsche Schule’, as ‘Johann
Dorsch, Pfarrer zu St. Johannes, 1516. Auf Pergament’.
(See also supra, Note ). The collection was begun by Paul
Praun (1548-1616) ¢. 1563, who purchased from Wenzel
Jamnitzer Diirers formerly owned by Andreas, Albrecht’s
brother and heir, one of them possibly x 1702. The collec-
tion remained in the possession of Praun’s heirs until the
carly nineteenth century when they sold the bulk of the
paintings to Hans Albert von Derschau. Frauenholz bought
most of the prints and drawings. k1702 may possibly have



GERMAN SCHOOL: XV-XVIII CENTURY 19

been bought by Biittner, the only other buyer of the
Nuremberg collection. Names of the buyers were recorded
by Wilhelm Schwemmer, ‘Aus der Geschichte der
Kunstsammlungen in der Stadt Niimberg’, Mitteilungen
des Vereins fiir Geschichte der Stadt Niirnberg, xL, 1949,
pp. 124-5. (31) According to Karl Wilczek, Katalog der
Graf Czernin'schen Gemdldegalerie in Wien, Vienna, 1936,

p- 34.

MATHIS GRUNEWALD

The birthdate and parentage of Mathis Gothart Nithart
(known as Griinewald) arc unknown. He was probably
born in Wiirzburg and died in Halle in 1528.! The young
artist may have been in Frankfurt ¢. 1500 when Hans
Holbein the Elder was active there, as the Augsburg
master’s art is an important clement in Griinewald’s early
works. He was in the employ of the episcopal court of
Mainz from 1509 until 1526 and resided at Aschaffenburg
and Scligenstadt in that diocese. The artist, having sided
with the losers in the Peasants’ War, left Seligenstadt,
when it was re-occupied by the archbishop in 1526, for the
frec city of Frankfurt. His greatest work, the Isenhein Altar
(Colmar, Musée d’Unterlinden), was commissioned for the
lhospital and monastery of the Antonites c. 1508-9 and
inscribed with the datc 1515. At the time of his death,
Griinewald was active as a Wasserkunstmacher as well as
painter and architect. He has sometimes been thought to
have also been a sculptor. Almost all his known works were
ordered by church officials. Griinewald is among the
greatest of all masters of mystical subjects and the leading
Northern painter of the sixteenth century.

k1938 : Figures 20, 21

THE SMALL CRUCIFIXION. Washington, D.C., National
Gallery of Art (1379), since 1953. Oil on linden. 24} X
18% in. (61-6 X46-0 cm.). Titulus inscribed INRT on painted
depiction of paper (?) attached to a block hanging from the
cross on a chain.2 Minute brushstrokes on the cross, above
the chain, to the right, have sometimes been read as mg and
interpreted as an carly Griinewald monogram.?
Suida-Shapley, pp. 98-102, Cat. No. 36. Reproduced in
color, Seymour, pp. 84, 8s, pls. 76, 77 (details); Walker,
p. 113.

The small, warped panel was assembled from uneven pieces
of lindenwood with large knot-holes whose protrusions
have disturbed the surface; a vertical split is parallel with
the left hip of Christ. Extensive blistering has taken place
in the foreground landscape. Although k1938 has very
considerable losses which have been in-painted in recent
times, the main figural sections are well prescrved. For the
appearance of the panel partially freed from overpainting
in 1922 see Text Fig. 4.% Major areas where the original
surface is lost or disturbed include the background between
the heads of Christ and the Virgin, circular sections (over
knot-holes) in the drapery of St. John below the right
clbow, lesser damages in the Magdalen scction and at the
top. Two restorations took place between the rediscovery

of k1938 in 1922 and 1936. A third, far more thorough
cleaning and restoration was conducted in 1938 by Otto
Klein at the Wallraf-Richartz Museum (Cologne); the
Small Crucifixion was shown to be better preserved than
previously thought, especially the figure areas.® The panel,
freed from over-paint, was now seen to have been brilliantly
illuminated through the entire middle ground. The clean-
ing brought to light many landscape and architectural
details close to those in the 1605 print by Raphael Sadeler
(Text Fig. s). An X-ray of x1938 ‘shows Christ’s left
thumb bent down against the palm of the hand as in
Griinewald’s drawing of the Crucified Christ of c. 1505 in
the Kunsthalle, Karlsruhe’ (Suida-Shapley, p. 100). The
following pentimenti have been noticed in x1938: in the
hands of St. John and the Virgin; the head of St. John; his
bare foot; in Christ’s loincloth. The Virgin’s robe is painted
over that of the Magdalen, reversing a first design which
placed hers behind the Magdalen’s.6

The huge body of Christ, so heavy that it pulls down the
ends of the transverse member of the cross, inclines to the
left, where the mourning Virgin stands, her hands clasped
in grief. She faces St. John the Evangelist, standing at the
right. The mourning Magdalen kneels at the foot of the
cross; she is scen from the left, her hands grazing the sides
of the cross. The Crucifixion is shown in a mountainous
sctting with outcroppings at the left and right. The valley
between includes a building to the left of the cross. The
emphasis upon the supernatural size and suffering of Christ
suggests his bearing the sins of mankind. The depiction of
the tormented body stems from the Revelations of St.
Bridget of Sweden; the moment shown is very shortly
after the death of Christ, whose open mouth conforms to
her description: ‘The Crown of Thorns was impressed on
his head; it covered half of the forehead. The blood ran in
many rills. . . then the colour of death spread . . . after he
had expired, the mouth gaped . . . the eyes were downcast.
The knees were bent to one side; the feet were twisted
around the nails as if they were on hinges; the cramped
fingers and arms were stretched.’? In the background is a

darkened sky, obscured by the eclipse.®

This small devotional panel, probably painted for Canon
Caspar Schantz of the Collegiate Church (Stift) of
Aschaffenburg, is a major example of the pietistic art of
Northern Europe in the carly sixteenth century.® Ziilch
pointed out that the Crucifixion text in the Passion Play
of 1493 may also have becn a source for the depiction of
the subject in x1938. He stated that the artist’s interest in
the eclipse of 1 October 1502, is shown by its inclusion in
k1938.1° The 1502 eclipse suggested a very early date for
the exccution of the panel to Weixlgirtner, who proposed
the last quarter of 1502, after Griinewald’s execution of the
Basel Crucifixion.!* Huysmans’s comparison of the cross in
the Isenheim Altar to a drawn cross-bow was applied to
k1938 by Ziilch.!> This form may perhaps be of special
symbolic significance, recalling a well-known image of St.
Augustine quoted by Voragine: ‘hence he says it himself
in his Confessions “Thou hast pierced my heart with the
arrow of thy love”.”® According to Lanckordnska, the
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minute ring on the cross is a symbol of faith and fidelity,
and the St. John is a self-portrait of the artist.* The same
writer believed that it is significant that the feet of Christ
point in a terrestrial direction - that is, to Christ’s left —
while the upper part of the body turns heavenward.?®

Until its rediscovery ¢ 1922, k1938 was known only
through a reproductive print made by Sadeler in 1605 (see
Text Fig. 5), when the painting was in the possession of
Duke William V of Bavaria.!® Because of its small format,
or that of the print, k1938 became known as the Small,
Crucifixion. At the time of its reproduction, the painting
scems to have been regarded as a work by Albrecht Diirer.2?
The painter and writer Joachim von Sandrart recognized
the pancl as by Griinewald when he saw it in the ducal
collection in Munich toward the middle of the seventeenth
century.!® Prior to the emergence of k1938 in 1922, it had
been assumed that the Small Crucifixion had perished in the
firc at the ducal residence (Munich) in 1674. Writing two
years before the rediscovery of the panel, A. L. Mayer
dated it 1503-6 on the basis of the style of the Sadeler
print.?® Schmid dated the composition from the second
decade of the century, describing the Kress painting,
then obscured by overpainting, as a copy.?®

According to Schénberger, in the major study of the Kress
pancl, k1938 is an carly work by Griinewald, dating after
the Bascl Crucifixion with Longinus (c. 1505%?), which is
about the same size, and before those at Colmar (Isenheim
Altar) and Karlsruhe.®* Friedlinder found k1938 to belong
between the Crucifixion in Basel and the Isenheim Altar,
but he did not commit himself precisely as to date,
accepting the panel as an autograph work by Griinewald
on a qualitative basis.?? Feurstein described the picture as a
mature work, close to the Crucifixion at Karlsruhe, dating
it as probably contemporary with the latter (c. 1519/20),
and after the artist’s Mariaschneealtar (Freiburg-im-Breisgau,
Augustinermuscum) and the paintings for Mainz Cathedral.
He accepted the identification of x1938 with the ‘Small
Painting’ in the 1527 will of Canon Heinrich Reitzmann.?
Deusch viewed the Washington panel as an carly work,
after the Bascl Crucifixion, anticipating the achievement of
the Isenheim Altar?* Burkhard related the work to the
Karlsruhe Crucifixion but pointed out that the drapery
resembles that of a drawing of St. Dorothy (Berlin,
Kupferstichkabinett), presumably for the lost Mainz
Cathedral altar, proposing the date 1519/20 for the Small
Crucifixion.® Ziilch, writing in 1938, shortly after k1938
had been cleaned and restored for the second time (to
reveal a more claborate landscape, closer to that in the
Sadeler reproductive print of 1605) suggested that it was
painted ¢. 1511, just before the Isenheim Altar2¢ Hiirlimann
and Deusch placed the panel as contemporary with
Griincwald’s fixed wings for the Heller Altar of c. 1509 but
gave another dating of 1511-13 for the Kress panel.??
According to Schdnberger, the Karlstuhe Crucifixion
drawing (which he dated ¢ 1504-5) ‘offers the most
important link between the painting at Basel [dated by
him c. 1504] and the Small Crucifixion, thus establishing the
most consistent row of Crucifixions culminating in the
painting of the Isenheim and Tauberbischofsheim Altars’.28

He dated the Kress panel ¢. 1505-6.22 Weixlgirtner placed
K1938 in 1502 on the basis of the eclipse which took place
in that year on 1 October. This would make the panel one
of the carliest datable paintings by Griinewald. Togcther
with the Bascl Crucifixion, it is believed by Weixlgirtner
to have provided the first indication of a new German
painterly style.® In 1949, Ziilch advanced the dating of
K1938 to 1512-14.%! Dittmann described the panel as
probably dating not long after the Basel Crucifixion but
with a new strength, pathos, drama, expression and spatial
realization. Panofsky suggested that Diirer’s Crucifixion
(B.24) from the engraved Small Passion of c. 1508 was
influenced by Griinewald. He cited k1938 as the sort of
image which changed Diirer’s approach, implying the
possibility that the panel pre-dates the print.3® Anzelewsky
reversed Panofsky’s view as to the relationship between
the pancl and the engraved Crucifixion (B.24), stating that
Griinewald depended upon the print.3* Vogt characterized
k1938 as the last of Griinewald’s carly works.3® In 1957
Vogt, by the placement of the painting in his discussion,
seems to suggest a datc of ¢. 1511.3¢ Suida-Shapley (p. 98)
stated that the gencrally accepted date for the panel is
¢. 1505-10. The later date is given by Frankfurter.??
According to Winkler, k1938 dates ¢. 1512. He placed it
after Griinewald’s major activity on the Isenheim Altar and
saw the Diirer Sntall Passion of 1508 (B.24) as influencing
k1938, as the Christ in Griincwald’s painting faces in the
same direction as the Christ in the print.?® Ruhmer
believed the date to be neither very early nor very late,
taking as an example of the first style the Munich Mocking
of Christ (1503), and for the late the Karlsruhe Christ
Carrying the Cross of 1526-27. While placing the Kress
panel close to the Isenheim Altar (c. 1511), he regarded it as
stylistically still closer to the Mariaschneealtar of 1519
(Freiburg-im-Breisgau), concluding with a date of ¢. 1519.3?
Karl Sitzmann dated the Kress panel ¢. 1506-8.40 Seymour
(p. 83) described k1938 as a much smaller and carlicr
variant of the Isenheim Crucifixion. Gasser listed the paint-
ing as Griinewald’s fourth known work, after the Linden-
hardt Altar of c. 1503, the Munich Mocking of Christ and
the Basel Crucifixion, and just before the Heller Altar wings
(Frankfurt).At Walker (p. 112) dated the Small Crucifixion
¢. 1505-10. Lanckorénska placed the panel c. 1511.42
Winzinger dated the Small Crucifixion ‘c. 1519207,
placing it after the Stuppach Madonna and before the Saints
Erasmus and Mauritius (Munich, Pinakothek).#® Cuttler
placed the Small Crucifixion between 1508-10.4

Griinewald scholars have placed the execution of k1938 at
widely varying dates, from ¢. 1502 to ¢. 1519. As the art of
the early years of the sixteenth century is often marked by
pronounced archaism, with a vigorous Gothic revival
occasionally seen in the art of Cranach, Diirer, and
Griinewald, it is often difficult to determine when a work
reverting to a traditional, late medieval formula was
exccuted. Schénberger’s very carly placement for k1938
has often been rejected by subsequent scholars since the
cleaning in 1938 revealed a far more complex luminosity
and landscape than had previously been discernible. Place-
ment of the panel close to the Miracle of the Snow of



Text Figs 6 A, 8 St. Catherine and St. Barbara, wings of a triptych by the
Cranach studio. Brmo, Moravska Galerie (see K 1595)
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Text Fig 8 St John on ' Patmes by Hans Baldung Grien, companion piece 0 Coat of Arms, verso of Anton Fugeer by Hans Maler (k 1886).
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¢. 1517-19 (Freiburg-im-Breisgau) secems reasonable. If
Ziilch is correct in his technical studies of the Kress painting
and of the Stuppach Madonna, both paintings are executed
in a similar fashion. Should the identification of x1938
with the 1528 votive tablet of the Canons Schantz and
Reitzmann prove correct (see Provenance), this too might
argue for a date well into the second decade, as these
Canons donated the Miracle of the Snow Altar (and possibly
the Stuppach Madonna) to the Collegiate Church of
Aschaffenburg, in 1519. Lastly, the narrow-faced, ncedle-
nosed, vertical emphasis in the physiognomy of Mary and
John, while present in the early works, seems intensified in
the Isensheim Altar and the Stuppach Madonna, and in draw-
ings generally placed ¢. 1516-20 for the Mainz Cathedral
Altar. Therefore there is a distinct possibility that the
Small Crucifixion dates well into the second decade of the
century. For copies after the composition of x1938, sce
Schonberger, who identified twelve.®® According to
Ruhmer, at least sixtecn copies of k1938 were made in the
Baroque period, ncarly all of them based on the Sadeler
print.¢ Such popularity testifies to the timeless universality
of this small, divinely shocking work.

Provenance: 1938 is probably identical with a small
Crucifixion recorded in 1528 in the estatc of Heinrich
Reitzmann, a canon of the Collegiate Church (Stift) of
Aschaffenburg, apparently inherited by him in 1526 from
his colleague Canon Caspar Schantz. These men com-
missioned Griinewald’s Altar of the Chapel of the Virgin
of the Snow in Aschaffenburg. Georg Schantz, by in-
heritance from Reitzmann. The painting probably then
became the property of Stift Aschaffenburg from which it
was acquired by William V, the Duke of Bavaria (rcigned
1579-98) at least as carly as 1605.47 Landrat Dr. Friedrich
Schone, Essen, from a West German collection, ¢. 1922.48
Franz Wilhelm Kocnigs, purchased 1927, exhibited -
Berlin, Staatliche Kupferstich-Sammlung, 1929. Diisscl-
dorf, Ausstellung alter Kunst, 1929, Cat. No. 27. Rotterdam,
Museum Boymans, Meesterwerken uit vier Eenwen, 1938,
p- 23, fig. 26, Cat. No. 31. Amsterdam, Rijksmuscum,
1939. Heirs of F. W. Koenigs. Kress acquisition 1953.

References: (1) The chicf historical source is Joachim von
Sandrarts Academie der Bau-, Bild- und Mahlerey- Kiinste von
1675 (ed. A. R. Peltzer), Munich, 1925. See the major
monograph by W. K. Ziilch, Der historische Griinewald:
Mathis Gothardt-Neithardt, Munich, 1938, pp. 11-50, for
the artist’s biography. For an important recent resumé of
the controversial Griinewald documentation, sece Alfred
Schidler, ‘Zu den Urkunden iiber Mathis Gothart Neithart’,
Miinchner Jahrbuch der bildenen Kunst, 3rd ser., xm1, 1962,
pp. 69-74. (2) For the style of this inscription, sce Guido
Schonberger, ‘Mathias Griinewalds “Klein Crucifix”’,
Stidel Jahrbuch, 1, 1922, pp. 33-52, esp. p. 44. (3) The
‘inscription’ has been accepted by Ziilch, op. cit., pp. 325-6.
According to him, the letters are the same color as that
of the chain and the form of the ‘g’ typical for the epi-
graphy of the carly sixteenth century. He included the
‘monogram’ as the fifth known signature of Griinewald.
Suida-Shapley (p. 100) describe the letters as ‘unlike his

3

other known signatures. The fact that they are typical of
seventeenth-century cursive writing, together with their
unconventional location in the composition, suggests that
they may have been placed here at the time Sandrart’
identified the pancl. Ziilch described k1938 as having been
cut from the original engaged frame (p. 325). For a newly-
discovered ecarly Griinewald signature see Kurt Bauch,
‘Aus Griinewalds Friihzeit’, Pantheon, xxvi1, 1069, pp. 83~
98, esp. p. 89, fig. 6 (Last Supper, London, Art Market).
(4) For an cxtensive study of the cleaning of c. 1922, sce
Schénberger, 1922, op. cit., pp. 35-6. (5) See Ziilch, op. cit.,
p- 325. According to him, Griinewald’s colors included
those derived from ground glass, manufactured at Spessart
near Mainz, comparable to that used by the artist in paint-
ing the glass vessel of the Stuppach Madonna. Ziilch also
pointed out that Griinewald’s estate included color made
of ‘tiny little stones’” which he assumed to be pulverized
glass. (6) Ibid. Ziilch, who first noted these changes, none-
theless believed that x1938 was painted rapidly. (7)
Griinewald’s frequent use of St. Bridget was first established
by Heinrich Feurstein, ‘Zur Deutung des Bildgehaltes bei
Griinewald’, Beitrdge zur Geschichte der deutschen Kunst, 1,
Augsburg, 1924, pp. 137-63. The Revelations of Bridget
were published in Nuremberg by Anton Koberger in
Latin (1500) and German (1502). (8) Matthew 27:45;
Mark 15:33; Luke 23:44 ~ all reported that from the sixth
to the ninth hour the sun was obscured and darkness
covered the earth, following the prophecy (Amos 8:9)
‘And it shall come to pass in that day, saith the Lord God,
that I will cause the sun to go down at noon, and I will
darken the carth in the clear day’. (9) Ziilch, op. cit., p. 125,
characterized it as an Andachtsbild. This function is made
even clearer by the reproductive engraving by Raphael
Sadeler, 1605 (Nagler, xv1, p. 4, Cat. No. 63), whose
Latin inscription suggests those of the Stations of the
Cross (Text Fig. 5). The engraving has a papal as well
as an imperial privilege. It is inscribed: Nostra hominum
qud lapsa salus consurgat, 1esvs, Nostra hominum, 1Esvs,
occidit ipsa salus. Tristetur CHRISTI occasu mens grata?
saluté Lactentur propter vel pia corda suam? Ite piac
lachrymae ex oculis: est lachryma namque Tristitiae testis,
lactitiaéque comes. SERENISSIMO PRINCIPI GVILIELMO
COMITI PALATINO, RHENI, VTRIVSQVE BAVARIAE
pvcl, & c. Raphael Sadeler dedicabat, 1605. (10) Ziilch,
op. cit., pp. 128-9. (11) Arpad Weixlgirtner, Griinewald,
Vienna-Munich, 1962, pp. 28-30. (12) Ziilch, op. cit.,
p- 124. For the carly fourtcenth-century Crucifixion
formulac to which Griinewald returns, sce Fritz Witte,
‘Mystik und Kreuzesbild um 1300°, Zeitschrift fiir christliche
Kunst, xxxu, 1920, pp. 117-24. Gert von der Osten
(Painting and Seulpture in Germany and the Netherlands:
1500-1600, Baltimore, 1969, pp. 93—4) suggested that the
‘bent cross-beam is an allusion to the cross-bow speeding
the martyred body like an arrow upwards to pray for
mercy’ and that the ragged loincloth refers to the Infant’s
swaddling clothes and Christ’s open hands to those of the
Christus Mediator. Small silver crucifixes in the shape of
cross bows were made in carly sixteenth-century Germany
as archers’ badges. Sec F. P. Pickering, Literature and Art in
the Middle Ages, Coral Gables, 1970, pp. 304-6, Plate 30b.
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(x3) The Golden Legend of Jacobus de Voragine, translated
and adapted from the Latin by Granger Ryan and Helmut
Ripperger, London, New York, Toronto, 1941, 11, pp.
485-6. Such imagery could have been suggested to
the artist by the Augustinian (Antonite) canons who
directed the monastery at Isenheim and commissioned
the Altar. (14) Maria Lanckorénska, Matthius Gotthart
Neithart, Darmstadt, 1963, p. 68. She referred to H.
Doring and M. Hartig, Christliche Symbole, Fribourg,
1940, p. 108. (15) Lanckordnska, Neithart in Italien, Munich,
1967, p. 20. (16} A zcalous adherent of the Counter-
Reformation, he was succeeded in 1597 by his son Duke
Maximilian I, so that William could devote himself to the
Church. Schonberger, 1922, op. cit., p. 34, suggested that he
acquired the panel ¢ 1597-1601, when the Emperor
Rudolph II strove to buy the wings of the Isenheim Altar.
William’s heir, the Duke Maximilian I, also tried to buy
the Isenheim Altar wings. He purchased Griinewald’s
Mocking of Christ (Munich, Pinakothek) from the Stift
Aschaffenburg in 1613, according to Ziilch, op. cit., p. 324.
k1938 may also have been acquired from the same source.
(x7) According to F. Nicdermayer (‘Mathias Griinewald’,
Repertorium fiir Kunstwissenschaft, vi, 1884, p. 251) Sadeler
received payment for the print in 1605 (court payment
records). (18) ‘Further his royal highness Duke William of
Bavaria of blessed memory, an understanding judge and
art lover, had a small Crucifixion with Our Lady and St.
John as well as a knecling and reverently praying Mary
Magdalen, painted with the utmost care by this hand and
he loved it dearly without knowing by whom it was; the
same, owing to the marvellous Christ on the Cross hanging
so convincingly and resting on the feet, is very unusual, so
that life itself could not produce one better and if we muse
over it long and patiently enough we find it natural above
all other Crucifixions. For that reason, by gracious command
of the noble duke, Raphacl Sadeler engraved it on copper
in the year 1605 the size of a half sheet, and afterwards his
royal highness Maximilian of blessed memory was mightily
pleased when I revealed the master’s name to him.” Joachim
von Sandrart, Teutsche Academie der Edlen Bau-, Bild-, und
Mahlerey- Kiinste, Nuremberg, 1675, part 2, section 3,
p- 236. In the Peltzer edition of the text (op. cit., p. 83) von
Sandrart refers to ‘another’ work by Diirer, which suggests
that this artist may have been viewed as the author of
k1938. Von Sandrart may well have known the engraving
by Sadcler, as he was an apprentice in the Sadeler studio.
At the time of his discovery of k1938, Griinewald’s art had
come to be more highly esteemed than Diirer’s. Earlier in
the century Hendrick Terbrugghen seems to have used the
Sadeler engraving as the model for the Crucifixion of
¢. 1624-26 (New York, Metropolitan Museum of Art). Sec
Claus Virch, “The Crucifixion by Hendrick Terbrugghen’,
Bulletin of The Metropolitan Museum of Art, xv1, 1958,
pp- 217, 226. (19) August Licbmann Mayer, Matthias
Griinewald, Munich, 1920, p. 82. (20) Thiene-Becker, xv,
p- 134. (21) Schénberger, 1922, op. cit., Note 2 above, p. 46.
For fiftecnth-century and carlier comparative sources of
k1938, scc pp- 39-41. (22) Max J. Friedlinder, ‘Griinewalds
cinst beim Bayernherzog bewahrte Kreuzigung’, Jahrbuch
der koniglich preussischen  Kunstsammlungen, xiui, 1922,

pp. 60-2. (23) Feurstcin, Matthias Griinewald, Bonn, 1930,
pp- 72—4, pp. 115-17. The identification was proposed by
Hohbach. (See Note 47 below.) (24) Werner R. Deusch,
Deutsche Malerei des sechzehnten Jahrhunderts, Berlin, 1935,
pp. 16, 26. (25) Arthur Burkhard, Matthias Griinewald,
Personality and Accomplishment, Cambridge (Mass.), 1936,
pp- 49-52. (26) Ziilch, op. cit.,, p. 324. (27) The central
section by Diirer is lost; the Griinewald panels are at the
Donaueschingen Galerie and Frankfurt, Stidelsches Kunst-
institut. Martin Hiirlimann and Werner R. Deusch,
Griinewald, Berlin-Zurich, 1939, p. ix, p. 49. (28) Guido
Schénberger, The Drawings of Mathis Gothart Nithart
Called Gruenewald, New York, 1948, pp. 22, 26, Cat. No.
2, Karlsruhe Kunsthalle. In the Karlsruhe drawing the feet
are scen frontally whereas both twist to the right in k1938.
The drawing of the head of Christ and the Crown of
Thorns both point to thosc of x1938. Schénberger con-
cluded that the Karlsruhe sheet is a study for a lost painting,
cxccuted between the Basel Crucifixion and x1938.
(20) Ibid., p. 45. Cat. No. a4 (Basel, Offentliche Kunst-
sammlung) is a seventecnth-century copy after a lost
drawing by Griinewald for the Isenheim Crucifixion and
according to Schénberger an important link between
k1938 and the Isenheim Crucifixion. The inscription in A4
is placed beneath the beam as it is shown in x1938, in ‘the
same narrow capitals’. The placement of fingers, less wide-
spread than in the Isenhcim work, is closer to K1938.
(30) Arpad Weixlgirtner, Diirer und Griinewald, Goteborges
Kungl. Vetenskaps-och Vitterthets-Samhilles Handlingar Sjitte
Féljden. Scr. A, 1v, no. 1, Géteborg, 1949, pp. 27, 56 ff., o1,
152. (31) W. K. Ziilch, Griinewald, Munich, 1949, pp. 21 ff.,
61. (32) Lorenz Dittmann, Die Farbe bei Griinewald,
Munich, 1955, p. 120. (33) Erwin Panofsky, The Life and
Art of Albrecht Diirer, 4th ed., Princeton, 1955, pp. 146-7.
(34) Fedja Anzelewsky, ‘Albrecht Diirer und Mathis
Gothardt Nithardt’, Edwin Redslob zum 7o0. Geburtstag,
Berlin, 1955, p. 294. (35) Adolf Max Vogt, ‘Griinewalds
Darstellungen der Kreuzigung’, Diss., Zurich, 1956, p. 21.
(36) Vogt, Griinewald: Mathis Gothart Nithart, Zurich-
Stuttgart, 1957, pp. 158-9. (37) Alfred Frankfurter, ‘Crystal
Anniversary in the Capital’, Art News, Lv, 1956, pp. 24-35,
esp. p. 26. (38) Comments transcribed by Mrs. Fern Rusk
Shapley, 24 Feb. 1956. (39) J. K. Huysmans, E. Ruhmer,
Griinewald, London, 1958, p. 121. (40) Encyclopedia of
World Art, vu, 1959, col. 183. (41) Helmi Gasser, Das
Gewand in der Formensprache Griinewalds, Bern, 1962, p. 16.
(42) Lanckorénska, 1963, op. cit., p. 66. Wolfgang Briicker,
‘Mathis Gothardt Neithardt, genannt Griinewald, in der
neueren Forschung', Kunst in Hessen und Mittelrhein, 111,
1963, pp. 44-6s, pp. 50, 64, Cat. No. s, places K1938
between the Basel Crucifixion and the Isenheim Altar,
¢. 1511-12. He described St. John as a variant of the Bascl
depiction of the same figure. The author accepted the
monogram. (43) Kindlers, 11, p. 802. (44) Charles D. Cuttler,
Northern Painting, New York, 1968, p. 362. (45) Schon-
berger, 1922, op. cit., pp. 48—52. The best painted copy
appears to be that at the Galeric Donaueschingen, re-
produced by Schénberger, p. 49, fig. 13. (46) Huysmans
and Ruhmer, op. cit., p. 121. (47) This proposal was first
made by Joscph Hohbach in an article entitled ‘Griinewalds
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400. Geburtstag’, Aschaffenburger Gesch. Blitter, xx, 1938,
pp- 33 ff. Hohbach’s finding is accepted by Feurstein, op.
cit., pp. 116-17. Hohbach’s hypothesis has been questioned
by Ziilch, op. cit., p. 325, Notes 9, 17, 19, and accepted by
Ruhmer, op. cit., p. 121. A. Schidler, op. cit., Note 6, cited
an article by W. Hotz in the Frankfurter Allgemeiner
Zeitung, 22 Jan. 1960, stating that recent studies of the
Aschaffenburger Stiftarchiv by J. Kehl substantiate and
expand Hohbach’s findings. William V probably acquired
Griinewald’s Mocking of Christ (Munich, Pinakothek) from
the Stift Aschaffenburg as well. In 1613 he thanked the
town for a ‘tabula illusionis Christi’. See Ziilch, op. cit.,
p- 324. (48) According to Friedlinder, op. cit., p. 6o.

LUCAS CRANACH THE ELDER

Lucas Cranach the Elder was born at Cronach in Upper
Franconia in 1472; he died 16 October 1553, at Wittenberg.
Possibly the pupil of his father, Cranach’s early works are
done in the romantic spirit that was to characterize the
Danubian School. His travel years were probably spent in
the Danube region and in Vienna itself. He first worked for
the Elector Frederick the Wise (reigned 1486-1525) on
14 April 1502 in Wittenberg, where he was to spend the
rest of his life in the employ of the two successive electors
(John and John Frederick). He was ennobled in 1508, the
year in which his close friend Luther (eleven years the
painter’s junior) first came to Wittenberg. Lucas was in the
Netherlands the following year. In 1519 he became Town
Councillor in Wittenberg and Biirgermeister in 1537 and
1540. He attended Luther’s wedding in 1520 and the
baptisms of his children. Cranach’s sons Hans (died 1537)
and Lucas (1515-86) were active in the very large studio he
maintained. The most promincnt painter to the Protestant
Establishment and a prolific graphic artist, Cranach played
a major role in first illustrating Lutheran imagery. He was
also an outstanding master of chivalric landscape and
portraiture and produced many paintings and prints of
humanistic and romantic subjects.!

Reference: (1) Sce Heinz Liidecke, Lucas Cranach der Altere im
Spiegel seiner Zeit, Berlin, 1953, for a thorough bio-
graphical treatment of Cranach.

k1853 : Figure 22

PORTRAIT OF A SCHOLAR. Coral Gables, Florida, Lowe
Art Muscum, University of Miami (61.038.000), since
1961. Oil on poplar. 16} X10§ in. (41-3 X27 cm.). Upper
left corner replaced at unknown date; losses along top
border; some abrasion, especially in area of car; cradled
by Modestini in 1955; cleaned and restored in 1960.
Miami, 1961, p. 84.

This unusually sensitively painted portrait shows a middle-
aged man in half-length, in three-quarter view, facing to
the right. Extremely thinly and delicately rendered, it has
an olive-grey background. The sitter wears a doctor’s
biretta and a lavishly fur-lined ‘studying gown’ in the

Venctian style. He may have been a judge, as his garb
resembles that of judges shown in J. de Damhouder,
Pupellorun patrocinium, 1564.

According to Friedlinder, k1853 is a relatively early work
from ¢ 1515.2 Suida compared the portrait with the
Biirgermeister of Weissenfels of 1515 (Berlin, Staatliche
Muscen) and the Gerliardt Volks of 1518 (Leipzig, Musecum
der Bildenden Kiinste).® Shapley and Suida saw the in-
fluence of Diirer on K1853; but thought it more swiftly
executed and spontaneous in appearance than char-
acteristic for the Nuremberg master.* Koepplin compared
k1853 with the Moritz Buchner of 1518 and the Portrait of a
Man (London, National Gallery) of 1524, suggesting a
dating of ¢. 1520-25, with a terminus ante quem of 1528.5

Koepplin’s more advanced dating seems correct on the
basis of the sitter’s attire as well as the style. The Kress
portrait shows Cranach working with special subtlety,
possibly depicting a friend.

Provenance: Dr. J. Goldschmidt, Berlin, 1923 (?).% Private
collection, Glasgow. London, Thomas Agnew and Sons,
1949. New York, Paul Drey. Kress acquisition 1951,
exhibited - New York, Duveen Brothers, Cranach Loan
Exhibition, 1960, Cat. No. 114.

References: (1) Information from Dr. W. Norman
Hargreaves-Mawdsley. (2) Max J. Friedlinder, certificate
of 28/1v/so (Amsterdam) in Kress Archive. (3) Statement in
Kress Archive, ¢. 1958. (4) Miami, 1961, p. 84. (5) Max J.
Fricdlinder and Jakob Rosenberg, Die Gemdlde von Lucas
Cranach, Berlin, 19032, Cat. Nos. 108, 153. Letter from Dr.
Dicter Koepplin, Kress Archive, 12 Nov. 1967. (6) Informa-
tion kindly communicated by Dr. Koepplin.

K2031 : Figure 24

PorTrAIT OF A MAN. Washington, D.C., National
Gallery of Art (1371), since 1956. Oil on beech. 22§ X
154 in. (56-8 X384 cm.). Inscribed on tablet at upper left
corner: 1522. Below: a winged serpent with ring in mouth
(artist’s device). Grain runs horizontally with a join at the
shoulder line; original borders (barbes) preserved. Cradled
and restored by Modestini in 1955.

Suida-Shapley, pp. 56, $8, Cat. No. 18. Reproduced in
color in Broadley, p. 31.

For description see k2032 below.

K2032 : Figure 25

PorTrAIT OF A WOMAN. Washington, D.C., National
Gallery of Art (1372), since 1956. Oil on beech. 228 X15 in.
(56-8 X 38-1 cm.). Grain runs horizontally with a join below
lower lip; panel preserves original borders (barbes). Cradled
and restored by Modestini in 1955.

Suida-Shapley, pp. 56, 58, Cat. No. 19.

The male sitter is shown in half-length, three-quarter view,
turning toward the right (k2031). His shadow is cast upon
the bright green background, as well as that of the frame
along the top and the right edge of the painting. The severe
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dark garment worn by the subject is rclieved by a white
collar and slashes in the sleeves. As is characteristic for
Cranach, the female pendant (k2032) is smaller in scale
than the male, with much more background in evidence.
She turns, in three-quarter view, toward the left. Her strong
shadow appears to the right, with others cast by the frame
along upper and left borders. The sitter is clothed in
relatively austere, dark-colored attire, relieved by a gold
brocade band at her waist; the sleeves are brownish-red;
the only visible jewelry is an inscribed hat medallion. The
strong sensc of silhouctte is enhanced by the elaborate
headgear worn by the subjects of both k2031 and 2032.

Both portraits were recorded by SchefHler in 1921 as having
been ‘recently discovered’.! They are included in Fried-
linder and Rosenberg’s definitive catalogue of Cranach’s
works.2 The female panel was published by Winkler.? It
was observed by Suida-Shapley (loc. cit.) that cast shadows
were included by Cranach in paired portraits dated 1534
(Copenhagen, Royal Musecum of Fine Arts).# Talbot pro-
posed that the Portraits were probably designed for hanging
on cither side of a window, as the shadows fall opposite
the direction the sitters are facing; four window panes are
shown reflected in their eyes.® Koepplin noted that k2031
and k2032 have several features that are uncharacteristic for
Cranach in 1522, including the use of trompe I'oeil shadows
cast by the frame; a somewhat coarse, grainy paint surface,
and an unusually flat, unmodulated quality of the portraits.
He raised the possibility that the pendants may perhaps be
replicas exccuted by one of Cranach’s sons or by an artist
outside the Cranach studio, possibly influcnced by such
Netherlandish artists as Joos van Cleve. These suggestions
bear further investigation.®

Provenance: Bernhard von Lindenau, Altenburg (Thuringia).
Frau von Watzdorf-Bachoff, Altenburg (Thuringia),
his nicce. Paul Cassirer, Betlin, ¢. 1921.7 Von der Heydt.
A. Lederer, Vienna, ¢. 1932.8 New York, Rosenberg and
Sticbel. Kress acquisition 1954.

References: (1) Karl Scheffler, ‘Kunstausstellungen’, Kunst
und Kiinstler, x1x, 1921, p. 298. (2) Max J. Friedlinder and
Jakob Rosenberg, Die Gemilde von Lucas Cranach, Berlin,
1032, pp. 534, Cat. Nos. 123, 124. (3) Friedrich Winkler,
Altdeutsche Tafelmalerei, Munich, 1941, pl. 151 (k2032 only).
(4) Fricdlinder-Rosenberg, op. cit., Cat. Nos. 280-1.
(5) Charles W. Talbot, notein Washington National Gallery
archive, 1965-66. (6) Verbal communication, Spring, 1968.
(7) Schefller, op. cit., p. 298, listed them in the possession
of Cassirer and said that both portraits were recently re-
discovered. (8) Information on collections given by H-C.
v. d. Gabelentz, Staatliches Lindenau-Muscum.

LUCAS CRANACH THE ELDER
K 1899 : Figurc 15

MysticaL CRUCIFIXION wiTH THE CONVERTED
CEeNTURION.! Washington, D.C., National Gallery of
Art (1621), since 1953. Oil on linden. 20 X133 in. (50-8 X

34:9 cm.). Inscribed at top: VATER IN DEIN HE[N]T
BEFIL ICH MEIN GAIST (Father, into Thy hands I com-
mend my spirit; Luke 23:46); above cross: LN.R.L; to the
right of Longinus: WARLICH DISER MENSCH IST GOTES
sVN GEWEST (‘Truly this man was the Son of God’,
Mark 15:39). In the lower right corner: a serpent with
folded wings (artist’s signet) 1536.2 Minor losses along
bottom edge; several deep scratches near front legs of
horse and at lower left; minor abrasions in figures. Euro-
pean cradling; cleaned and restored by Modestini in 1953.
Suida-Shapley, p. 60, Cat. No. 20.

The picture shows Christ at the centre, seen frontally; he
looks heavenward, his mouth open in speech. He wears a
loincloth, the ends of which flutter to the left and right.
The Good and Bad Thicves, who flank Christ sym-
metrically, are scen from the side with the end of the
transverse bar of the cross visible. All three crosses are
composed of rough logs, secen against a dramatic, dark,
cloudy sky with a rainbow filling the horizon. A richly-
clad knight in armor with a broad-brimmed hat trimmed
with white plumes is mounted on a white rearing charger
and placed at the left between the Good Thief and
Christ. His garb is the fashionable German attire and
armor of ¢. 1515-30. He has a German dagger at his right
hand, and sword pommel at his left. His mouth open in
speech, the knight looks toward Christ, his raised right arm
and index finger pointing to him. The barren terrain is
rock-covered, its curved contour symbolizing the world;
the central crucified figure denotes the perpetual sacrifice
of Christ for the salvation of mankind as represented by the
Centurion (often confused with Longinus, both of whom
were among the first Gentiles to acknowledge the divinity
of the Saviour). Rather than representing a specific
Protestant ruler of the times, Cranach’s Centurion may
indicate the role of his powerful patrons in first recognizing
the validity of Lutheran doctrine.® Although the horseman
has occasionally been identified as a portrait of one of
Cranach’s patrons, possibly the Elector of Saxony, John
Frederick, it scems more likely that he represents the
personification of knightly virtue.

Two types of Cranach composition for the Mystical
Crucifixion with the Converted Centurion exist. To the first
belong k1899, dated 1536, and a more vertical example
formerly in the collection of Prince Lippe (Biickeburg),
dated 1539.% The other is represented in the Rabinowitz
Collection, Yale University Art Gallery, and is dated 1538.
Here the Centurion’s hat is trimmed with a large ostrich
feather on cither side, and the Bad Thief at the right is
shown almost in left profile. The same composition was
used in a painting now in Seville (Santa Escuela de Cristo),
also dated 1538. Friedlinder described k1899 as probably
autograph (Lucas Cranach the Elder) and noted that the
figure of Christ relates to that of Diirer’s Crucifixion of 1506
(Dresden, Gemildegaleric).5 Flechsig believed that the panel
was probably a work by Cranach the Elder’s son Hans, with
the possibility that it could also have been by the then
twenty-one ycar old Lucas Cranach the Younger.®
Kocepplin related k1899 to the Crucifixion of 1538 in the
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Chicago Art Institute, attributing both to Lucas Cranach
the Younger.? Seymour linked the popularity of the theme
of the Crucifixion with the Converted Centurion ‘to its
power to demonstrate a favourite Protestant doctrine that
salvation s the gift of God through grace (see the Centurion’s
confession of faith). The figures of the two thieves
dramatize the alternatives of salvation or damnation.’
Scymour believed the Centurion to represent John
Frederick (1503-54), Elector of Saxony.® Talbot followed
Seymour’s Protestant interpretation of kK 1899,° relating the
Centurion to the Early Christian and Erasmian concept of
the Knight of Christ, which was also illustrated by Diirer.

This panel dates from the period in the artist’s life when an
extremely large workshop (including both his sons) was
active, producing paintings after Cranach’s designs. The
execution of the Mystical Crucifixion may involve studio
participation. It is the first of four known dated examples
of this subject, and is definitely superior in quality to the
most closcly related of the other three, formerly in Prince
Lippe’s collection.

Provenance: Dr. Demiani, Leipzig, exhibited — Dresden,
Cranach-Ausstellung, 1899, text by Dr. Karl Woermann,
p. 51, Cat. No. 65. Sale, Berlin, Rudolph Lepke Auction
Gallery, 11 Nov. 1913, Cat. No. 40. The following private
collections given in dealer’s brochure: Mrs. Jend Hubay,
former Countess Cebrian Rosa. Mathias Salamon. Alada
Feigl (Budapest). New York, M. Knoedler and Co. Kress
acquisition 1952.

References: (1) This title was first applied to the example of
this composition now in New Haven (Yale University Art
Gallery) by Max J. Fricdlinder and Jakob Rosenberg, Die
Gemdlde von Lucas Cranach, Berlin, 1932, p. 85. It was
transferred to k1899 by Charles W. Talbot, Jr., ‘An
Interpretation of two Paintings by Cranach in the Artist’s
Late Style’, National Gallery of Art, Report and Studies in the
History of Art, 1967, pp. 67-88, pp. 68 ff. The Kress panel
was previously entitled Crucifixion with Longinus. (2) A.
Giesecke (“Wappen, Siegel und Signet Lucas Cranachs und
sciner Sohne und ihre Bedeutung fiir die Cranach-
Forschung’, Zeitschrift fiir Kunstwissenschaft, 1x, 1955, pp.
181-92) belicved all paintings with this device to be by
Lucas Cranach the Younger, excluding the generally
accepted works by Lucas Cranach the Elder after 1537
which have this signet. This thesis has been questioned by
Jakob Rosenberg, Die Zeichnungen Lucas Cranachs d. A,
Berlin, 1960, pp. 9-10. (3) Talbot, op. cit., Note 1 above,
pp- 71, 86, n. 15. For the Centurion, sec Réau, 11, 2, p. 496,
and Konrad Burdach, Der Gral, Stuttgart, 1938, chap. s.
(4) The provenance given by Friedlinder-Rosenberg (op.
cit., pp. 85-6, Cat. No. 303) for the Crucifixion with the
Converted Centurion formerly in the collection of Prince
Lippe, Biickeburg, is actually that of x1899. The writers
listed two variants, one in a Scville church (dated 1538),
the other example dated 1538 in the collection of Count
Wilézek. The latter is now part of the Rabinowitz Col-
lection bequcathed to the Yale University Art Gallery.
(5) Max ]. Friedlinder, ‘Die Cranach-Ausstellungen in

Dresden’, Repertorium fiir Kunstwissenschaft, xxu, 1899,
pp- 236-49, esp. p. 242, Cat. No. 65. (6) In discussing
another Crucifixion (R. von Kaufmann, Berlin), Flechsig
dated it 1535-40 and ascribed it to Lucas Cranach the
Younger, relating it closely to 1899 (Cranachstudien,
Leipzig, 1900, p. 275, Cat. No. 65, pp. 282, 310). Fried-
linder-Rosenberg, op. cit., p. 45, did not agree with
Flechsig’s attribution of the von Kaufmann Crucifixion to
Lucas the Younger, belicving it to be by Lucas the Elder.
Talbot, op. cit., p. 86, n. 6, also finds Flechsig’s opinion
unsubstantiated. (7) Statement in Kress Archive. The
Chicago painting is Friedlinder-Rosenberg, op. cit., Cat.
No. 302. (8) Charles Seymour, Jr., The Rabinowitz Collec-
tion of European Painting, Yale University Art Gallery, New
Haven, 1961, p. 40. (9) Talbot, op. cit., Note 1 above, p. 71.

Studio of LUCAS CRANACH
K1595 : Figure 26

VIrRGIN AND CHILD. Tucson, Arizona, University of
Arizona Art Gallery since 1951. Oil on lime. 48 X35% in.
(121-9X90-9 cm.). Shield in lower left corner: Per fess
sable and argent, two swords crossed in saltire the points
uppermost gules (for the Hereditary Office of Grand
Marshal of the Holy Roman Empire). Shicld in lower right
corner: Barry of ten or and sable, a crown of rue in bend
vert (for Saxony). The arms are of Frederick the Wise,
Elector of Saxony (1463-1525).1 Cradled in 1948-49;
flaking pigment sccured and some restoration in 1957 and
1960.

Suida, p. 196, Cat. No. 86. Tucson, 1951, Cat. No. 17.
Reproduced in color in Seymour, pl. 78.

The Virgin and Child are shown in pensive, sombre mood,
Mary in three-quarter view scated on the edge of 2 wooden
frame, holding the nude infant on her lap.2 A gnarled tree
is at the right and a rocky landscape with a ruined castle at
the upper left. The bare foreground is covered with
pebbles. Christ’s left index finger points down. k1595 is
the central panel of a triptych; the wings show St.
Catherine at the left and St. Barbara at the right (both
Brmo, Czechoslovakia, Moravské Galerie)® (Text Fig. 6).

The panel was placed by Friedlinder ¢. 1514 and given to
Lucas Cranach the Elder; he described the painting as
powerful in concept and richly colored.® Flechsig dated
K1595 ¢. 1513.5 He noted that it cannot readily be placed
in the development of Cranach in view of the very large
scale of the figures and the unusually severe mood. He
related the panel to the Adoration of the Magi at Gotha
(Landesmuscum), where the Virgin and Child are some-
what similar in sentiment, and found it contemporary with
the large altar in the Johanneskirche (by Neustadt a.d.
Orla, 1513).% Heyck also commented on the somewhat
uncharacteristic qualitics of k1595, finding it ‘Cranachish’.”
Glaser discovered that the painting was the central panel
of a triptych, whose wings were then in the Liechtenstein
Collection (Text Fig. 6). He dated the panel c. 1513-14.8
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Fricdlinder and Rosenberg, following Flechsig’s views very
closely, dated x1595 . 1513; they pointed out derivation
from Diirer’s engraving of 1511, the Virgin and Child with a
Pear (8.41), and noted that 1513, the year in which k1595
was probably painted, was the one in which Diirer sent
scveral of his prints to Frederick the Wisc.? They suggested
that the unusually large size and somewhat flat, impersonal
exccution point to the Madonna and Child as being a work-
shop product.1®

The broad, rather coarse exccution of K1595 indicates
that it was exccuted by Cranach’s large studio, following
the master’s preparatory design, ¢. 1513-14.

Provenance: Painted for the Elector of Saxony, Frederick
the Wise. Maximilian Freiherr von Heyl, Darmstadt,
exhibited - Dresden, Cranach-Ausstellung, 1809, Cat. No.
116. Dusseldorf, Kunsthistorische Ausstellung, 1904, Cat.
No. 214. Frau Direktor Albert Ullman, cxhibited -
Frankfurt, Ausstellung von Meisterwerken alter Malerei aus
Privatbesitz im Stidelschen Kunstinstitut, Summer 1925,
p- 12, Cat. No. 40! New York, Paul Drey, exhibited -
Kansas City, Missouri, William Rockhill Nelson Gallery,
Seventh Anniversary Exhibition of German, Flemish, and
Dutch Painting, 194041, Cat. No. 12. Kress acquisition
1948, cxhibited ~ Washington, D.C., National Gallery of
Art, Art Treasures for America from the Samuel H. Kress
Collection, 10 Dec. 1961—4 Feb. 1962, Cat. No. 19.

References: (1) J. Sicbmacher, Grosses und Allgemeines
Wappenbuch von Dr. Otto Titan von Hefuer, 1, part 1, ‘Dic
Wappen der Deutschen Bundesstaaten’, Nuremberg, 1856,
p- 18, pl. 24. (2) Christ points down to the pebbly, arid
foreground, possibly alluding to the first steps of the
Passion. This gesture is unique in Cranach’s many depic-
tions of the Child. The foreground may refer to Golgotha,
while the wooden frame on which the Virgin and Child
are scated suggests the Entombment; the trec to the right,
the wood of the Cross, and the ruined fortress at the upper
left to the Old Dispensation. Christ’s nudity may also refer
to that of the Lamentation. (3) First reconstructed by Curt
Glaser, Lukas Cranach, Leipzig, 1921, p. 225, who mis-
takenly rcfers to the wings as having been cut down. (4)
Max J. Friedlinder, review, ‘Dic Cranach-Ausstellung in
Dresden’, Repertorium fiir Kunstwissenschaft, xxu, 1899,
p- 214, Cat. No. 116, p. 246. (5) Eduard Flechsig, Tafelbilder
Lucas Cranachs d. A. und seiner Werkstatt, Leipzig, 1900,
Cat. No. 17. (6) Eduard Flechsig, Cranachstudien, Leipzig,
1900, 1, pp. 98-9, p. 282, Cat. No. 116. (7) E. Heyck, Lukas
Cranach, Biclefeld-Leipzig, 1908, p. 67. (8) Curt Glaser,
Lukas Cranach, Leipzig, 1921, p. 225. (9) Max J. Friedlinder
and Jakob Rosenberg, Die Gemidlde von Lucas Cranach,
Berlin, 1932, p. 37, Cat. No. 41; the wings are pp. 37-8,
Cat. No. 42. Two other Diircr engravings might also be
mentioned: B.35 of 1513 in which a similar wooden frame
appears and B.43 of c. 1512. (10) Friedlinder-Rosenberg,
op. cit., pp. 37-8. (11) The sccond edition of the catalogue
(1926) listed K 1595 as dating from 1513-14.

BERNHARD STRIGEL

Bernhard  Strigel was born in Memmingen (Swabia)
¢. 1460; he died there in 1528. He was the son of a painter;
his brothers were also artists.! The marked influence of the
art of Bartholomius Zcitblom suggests that the young
Strigel may have been associated with that master in Ulm.
He served in numcrous civic posts in Memmingen. His
first known dated work is from 1489 (Disentis). He
portrayed the Emperor Maximilian in 1507 and many of
his subsequent commissions were executed for the Holy
Roman Emperor in Vienna, Innsbruck, and elsewhere.
Strigel was resident in Vienna in 1515 and again in 1520.
He was employed upon large scale altarpicces, which, as
was common for the time, were cxtremely complex in
format, often incorporating sculpture. A prolific artist,
many of Strigel’s works survive. Born a decade before
Diirer, Strigel was the master of a monumental, sculptural
style, generally devoid of Italian influence.

K2053 : Figure 18

SAINT MARY CLEOPHAS AND HER FAMILY. Washing-
ton, D.C., National Gallery of Art (1640), since 1956.
Mixed technique on linden glued to panel, recently re-
mounted on mahogany. 49 X24%in. (124-4 X62-9 cm.).
Incised on halo at upper left: SANCTA MARIA CLEOPHE.
Halo of nude child: sANCTUS 1VDAS XPI APOSTOLV.
Halo of child to the right: scTvs simon. Halo of standing
child at the right: sTvs. sancTvs 10sEPH. Halo of child
at the lower left: SANCTVS. JACOBVS. MINOR. ALPHE. . .
Cut down at top; original border visible at left; numerous
splits along joints have necessitated considerable restoration,
most notablc in head of nude infant. Cradled and mounted
on mahogany by Pichetto ¢. 1947. Cleancd and restored by
Modestini in 1954.

Denver, 1954, p. 64, Cat. No. 28. Reproduced in color in
Denver, 1954, p. 65, and Otto, op. cit., p. 47.

For description see k2054, below.

K2054 : Figure 19

SAINT MARY SALOME AND HER FAMILY. Washington,
D.C., National Gallery of Art (1641), since 1958. Mixed
technique on linden glued to panel, recently remounted on
mahogany. 49§ X25% in. (125-4 X65-8 cm.). Incised on halo
of scated woman: SANCTA MARIA SALOME. Halo of
standing boy at right: sANcTVS JAcoBvs MA[JoRr]. Halo
of boy at lower left: saNcTvs 1oHANES. Cradled and
mounted on mahogany by Pichetto, ¢. 1047; a strip approx.
% in. wide has been added along right side. Old restoration
at back of St. John the Evangelist in left foreground;
pentimenti in bare foot at right border. Cleaned and
restored by Modestini in 1955.

Suida-Shapley, p. 172, Cat. No. 68. Reproduced in color
in Otto, op. cit., p. 49.

‘... In the High and Late Middle Ages, the Holy Kinship,
as venerated by those who belicved in the trinubiuns Annae,?
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consisted primarily of the husbands and direct descendants
of St. Anne, viz., first, the Virgin Mary, daughter of St.
Anne and Joachim and wife of St. Joseph, and her son
Jesus Christ; sccond, Mary the daughter of St. Anne and
Cleophas and wife of Alphacus, and her four sons, St.
James the Less, St. Simon, St. Jude and Joseph the Just
(who failed to become an Apostle because the lot decided
for Barnabas); third, Mary, daughter of St. Anne and
Salomas (“Mary Salome”) and wife of Zebedee, and her
two sons, James the Great and John the Evangelist. It is this
“Holy Kinship in the narrower sense” which is listed in
numcrous mnemonic verses (the best-known in the Golden
Legend in the chapter on the Birth of the Virgin, 8
September) [which] figures in most pictorial and graphic
representations of the subject. Or it appears complete and
unabridged so as to do honour to St. Servatius of Tongres
whose cult grew to enormous proportions from the begin-
ning of the fifteenth century.”® The Kress panels probably
belonged to such an expanded series. The Holy Kinship
became an especially popular devotional subject in the later
fifteenth century in Northern Europe, following a vision of
the Blessed Colette Boilot (died 1447), particularly in
Germany, where many elaborate altarpieces of the subject
were made. Often large in size, they were for the most part
dismantled or destroyed at the time of the Reformation.

K 2053

Mary Cleophas is shown scated on a bench, facing right,
with her richly-clad father (his left hand placed upon the
end of the wooden bench) opposite her in left profile at
the extreme right of the panel, and her husband, in red
hat and robe, in the center. Also depicted are Mary
Cleophas’s four sons: Jude the Apostle, scated on her lap;
the Apostle Simon to the right of Jude; Joseph the Just in
quasi-priestly (Jewish) garb at the right, reaching up to his
infant brother; the Apostle James the Less teasing a dog
with his whirligig at the lower left.

K2054

St. Anne’s daughter Mary Salome is seated at the center;
the father, Salomas, wearing a hat worn by German Jews
in the Middle Ages, is at the left. Salomas’s sleeveless over-
gown, like that worn by Alphacus in k2053, may also be
characteristic of Jewish attire. Mary Salome’s richly garbed
husband Zebedee is at the right; her son St. James the
Greater stands at the right reading the Bible (one of his
attributes). Her other son, St. John the Evangelist, is seated
at the lower left writing the Book of Revelation. His
attribute, the eagle, is in the foreground. A step or recess
is shown at the lower right.

After initial publication in the Kann Catalogue, x2053/4
were included in Weizinger’s study of the Strigel family;
he identified them as wings from a Holy Kinship altar,
works of the highest quality, in good condition, and in the
artist’s mature style.®> Baum dated the pancls ¢. 1520-28.%

Otto characterized K2053/4 as among the finest devotional

works by Strigel, placing them ¢. 1520. She postulated that
the Kress pancls are sections from an altarpiece of the Holy
Kinship in which the central group showed the Holy
Family with Mary’s parents Anne and Joachim. In view of
the considerable height of the panels she suggested that this
central composition was sculpted. Otto proposed the
Memmingen sculptor Hans Thoman, who had already
worked with Strigel in 1515, as the author of the lost
group.” Suida (Denver, 1954, p. 64) dated the pancls c. 1525.
Suida-Shapley (p. 172) pointed out that since both Mary
Salome and Mary Cleophas face right, the panels probably
came from the left side of a large altarpiece such as Strigel’s
Holy Kinship Altar of ¢. 1505 from Mindelheim (Nurem-
berg, German. Nationalmuseum), whose movable wings
include ten panels depicting relatives of the Virgin.
Stange dated the panels ¢ 1510, and considered them
among Strigel’s best works and close to his serics of the
Legend of the True Cross (Metternich family castle,
Kénigswart, Marienbad, Czechoslovakia). He suggested
that the lost central group may have resembled that of the
Biberacher Sippenaltar (Biberach, ncar Ulm).? Rettich found
Stange’s dating too carly and placed the Kress panels
¢. 1520, relating them to an Eliud and Memelia with the
Infant Servatius (East Berlin, Staatliche Museen, Text Fig.
7), and seeing in all these works the influence of Lucas
Cranach the Elder and Hans Holbein the Elder.® Otto
included x2053/4 among the artist’s latc works, finding
physiognomical correspondences between them and the
diptych of a related subject executed for the humanist
Johannes Cuspinian, who in 1515 ordered Strigel to paint
portraits of Maximilian and his family in the guise of the
Holy Kinship (Vienna, Kunsthistorisches Muscum).1® How-
ever, Otto thought the Kress panels finer in concept and
technique than those in Vienna. She quoted Buchner’s
suggestion that Cleophas represents a donor portrait, but
points out that the same facial type is often seen in Strigel’s
work.!! Otto suggested that the Eliud and Memelia (Text
Fig. 7) originally belonged to the same altar as x2053/4,
where it would have been on the back of one of the Kress
pancls. The author also proposed that another (lost) panel,
which must have depicted Elizabeth and Zacharias with
their son John the Baptist, would have been on the back
of the other Kress painting.!? In her proposed reconstruc-
tion of the Holy Kinship Altar to which x2053/4 originally
belonged, Otto suggested a central sculpture group of the
Holy Family with St. Annc, Joachim, Salomas, and
Zebedee as shown in the Hutzaltar by Martin Schaffner,
dated 1521 (Ulm, Cathedral). Like the depictions of the
same subjects in the latter, the Kress panels would have
only been seen when the altar was open, the family of
Mary Cleophas at the left, and that of Mary Salome at the
right.1® Otto commented upon the Washington panels’
remarkable plasticity and glowing color, a feature which
Strigel’s art acquired in the fifteen or so years between his
depictions of the same subjects in the altar at Mindelheim
(Nuremberg, Germanisches Nationalmuscum).4

Many possibilities exist for a reconstruction of the original
altar scheme for which the Kress pancls were painted.
Although it has been suggested that the central group was
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a sculpture in the round, it may well have been in high
relicf (e.g. the Sippenaltar attributed to the early von
Kulmbach).® A date a few years before Strigel’s death in
1528 seems appropriate for the paintings of the great Holy
Kinship Altar to which the Kress panels belong. All recent
writers recognize the new clarity and monumentality of
thesc works, qualities which argue for the most mature and
accomplished phase of the German painter’s art. The
costume in K2053/4, although based upon fashions of
various periods, is in large part that of fashionable German
attire of ¢. 1530, which also points to a late date. The gold,
textile-like background and some of the exotic costumes
survive from the earlier, ¢. 1505 rendering of the subject at
Mindelheim, but the Washington panels are less Gothic,
abandoning the carlier concern with cccentric physiog-
nomy, perhaps indicating in Strigel’s last years a new,
almost Renaissance interest in ideal beauty. Considering its
Italian provenance, K2053/4 may prove to have been
ordered for a German-sponsored chapel there. In Strigel’s
day many Northern mercantile colonies formed their own
religious societics, subsidizing special chapels for their
devotions in Venice, Florence, Rome, ctc.

Provenance: Private collection, Florence, sold to London,
Thomas Agnew and Son, 19 May 1900, with the participa-
tion of Fairfax Murray, presumably the owner’s agent, and
Haskard (English bankers in Florence). Sold to Rodolphe
Kann in 1900. Rodolphe Kann until before 1914 (Wilhelm
von Bode, Catalogue de la Collection Rodolphe Kann, Paris,
1907, 11, nos. 115 (K2053, as Holy Family) and 116 (k2054,
as The Virgin Instructing the Child Jesus). Bromberg
Collection, Hamburg. Dr. Emden, Hamburg.1¢ Basel,
private collection. New York, Wildenstein and Co.,
exhibited — Kansas  City, Missouri, William Rockhill
Neclson Gallery, Seventh Anniversary Exhibition, 1940-41,
Cat. No. s6. Indianapolis, Indiana, John Herron Art
Museum, Holbein and His Contemporaries, 1950, Cat. No.
68. Kress acquisition 1954.

References: (1) Sce Gertrud Otto, Bernhard Strigel, Munich-
Berlin, 1964. (2) This material is quoted from Panofsky, 1,
pp- 495-6, n. 1. Sce also The Golden Legend of Jacobus de
Voragine, trans. and adapted by Granger Ryan and Helmut
Ripperger, London, New York, Toronto, 1941, 11, p. 520.
Another text, especially popular in the sixtcenth century,
was Trithemius von Sponheim, De Laudibus Sanctissimae
Matris Annae, Mainz, 1499. (3) Beda Kleinschmidt, Die
heilige Auna, Diisseldorf, 1930, pp. 269 f. For the expanded
Holy Kinship - beyond the traditional seventeen, enlarged
to include the parents of St. Scrvatius of Maastricht, as
shown in the Berlin panel - sce M. Lejeune, De Legendarische
Stamboom van Siut Servaas (Publications de la Société
historique ct archéologique dans le Limburg 3 Maastricht),
1941. (4) For this theme scc Emile Male, L'art religienx de la
fin du moyen dge en France, Paris, 1925, pp. 217-20;
Kleinschmidt, op. cit., pp. 252 ff., 263 ff. and Réau, 1, 2,
pp- 141-6. (5) ‘Der Maler-Familie der “Strigel” in der
chemals freien Reichsstadt Memmingen’, Festschrift des
Miinchener Altertumsvereins, zur Erinnerung an das s0. ]ahr
Jubildum, Munich, 1914, p. 143. (6) Thieme-Becker, xxx11,

p- 189, no. 4s. (7) Otto, ‘Zwei Sippenbilder von Bernhard
Strigel’, Memminger Geschichts-Blétter, 1951, pp. 1-2. (8)
Stange, v, pp. 144 ff. (9) E. Rettich, ‘Bernhard Strigel,
Erginzungen und Berichtigungen zu Alfred Stanges
“Deutsche Malerei der Gotik”, vur', Zeitschrift fiir Kunst-
geschichte, xxu1, 1959, pp. 158-66. (10} The Emperor is
Cleophas; Mary of Burgundy: Mary Cleophas; Philip the
Fair: James the Less, etc.; the companion panel shows
Cuspinian with his second wife and sons as the family of
Mary Salome. Painted in Vienna, Oct. 1520 (Count
Wilczek, Schloss Seebarn). The Holy Family with Annaand
Joachim and the family of St. John the Baptist arc on the
verso of the Maximilian group dated 1520 (Vienna,
Kunsthistorisches Museum). (11) For examplc the True
Cross series (Christ Bearing the Cross), where he is the
patrician standing next to Maximilian; and in the Death
of the Virgin (formerly Strasbourg, Muséc des Beaux-Arts),
as the third Apostle from the right in the foreground. Otto
(1964, pp. 48-s1) suggests that Salomas (k2054) may
possibly be a member of the donor family. (12) Otto, 1964,
op. cit., p. 50, Cat. No. 38c. The Berlin panel measures
125 X65 cm. (13) However, Lustenberger sces the in-
fluence of x2053 and k2054 on the depictions of the same
subjects in the wings of the Hutzaltar. As the resemblance
is not close, the dating of the Schaffner altarpiece does not
provide a terminus ante quem for the Kress panels. (Susanne
Lustenberger, Martin Schaffuer, Maler zu Ulm, Ulm, 1959,
Cat. No. 21, pp. 146-53, p. 149.) (14) Otto, 1964, op. cit.,
figs. 49 and so. (x5) Friedrich Dérmhofler, ‘Beitrige zur
Geschichte der ilteren Niirnberger Maler’, Repertorium fiir
Kunstwissenschaft, xx1x, 1906, p. 481, published the
Sippenaltar. (16) Not recorded in the Berlin, 1931 sale of
Dr. Max Emden Collection (Hamburg), nor those of Dr.
Herman Emden in Hamburg, 1909, 1910, 1911, 1915. The
Bromberg and Emden cx colls. were supplied by
Wildenstcin.

GEORG BREU THE ELDER

Georg Breu the Elder was born in Augsburg ¢. 1475 and
died there in 1537. He was probably apprenticed in the city
of his birth to Ulrich Apt the Elder, in 1493. His early
works also show the influence of Hans Burgkmair the
Elder, onc of the most prominent artists of Augsburg, a
major German art center. The painter’s travel years were
spent in the Danubian region. He is assumed to have made
an Italian journey ¢. 1514-15. First active as an independent
master in 1501, Breu’s career included works in fresco
painting, designs for painted glass, manuscript decoration,
printmaking, and fortification design. Many of his com-
missions were given by the Emperor Maximilian. A
prominent Lutheran, Breu acquicsced to the destruction of
much of his oeuvre during the Reformation. His son Georg
Breu the Younger continued the atelicr.
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Style of GEORG BREU THE ELDER
K1881 : Figure 27

SAINT GEORGE AND THE DRAGON. Raleigh, North
Carolina, Museum of Art (cL 60.17.64), since 1960. Oil on
pine. 13§ X132 in. (35:3 X350 cm.). Fogg Art Museum,
label on back: 127.1938, Julius Loeb. An old inscription,
formerly on the back ‘Albrecht Altdorfer von Altdorf’, is
recorded in the Herron Catalogue (sce Provenance). Panel
cradled by Modestini in 1957; some restoration.

Raleigh, 1960, p. 130.

The painted roundel shows a knight in armor and white
plumed helmet upon a rearing charger; both horse and
rider are in left profile against a mountainous landscape
with a castle at the upper left. A dragon at the lower left
is impaled by the knight’s lance. A crowned female figure,
her hands folded in prayer, a lamb at her side, is seen kneel-
ing in the upper left middle ground. x1881 depicts St.
George of Cappadocia, delivering the princess from the
dragon.? The roundel is thinly painted and executed with
great spontancity and fluidity, especially in the landscape
areas which are rendered in the Danubian style. Although
the composition of k1881 is reminiscent of the rectangular
depiction of the same subject in an Altdorfer engraving of
1511 (B.55), it is probably taken from the roundel of St.
George and the Dragon by Schongauer (8.31).

A certificate by Max J. Friedlinder, dated Berlin, 24
November 1928, stating that x1881 is a well-preserved
painting by Breu the Elder of ¢. 1520, is described in the
1947 sale catalogue (sec Provenance) and was included with
the painting at that date, but is now lost. A second certi-
ficate signed by Max J. Fricdlinder in Amsterdam,
1 August 1947, repeated this view. Friedlinder associated
k1881 with a drawing of the same format in the
Kupferstichkabinett, Dresden.® According to the Raleigh
Catalogue of 1960 (p. 130), Breu’s depiction of the horse
may be based on that in Leonardo’s Battle of Anghiari and
on the art of Cranach. The latter is also listed as a possible
source for the landscape sctting. Kuhn questioned the
attribution of the roundel to Breu, dating k1881 c. 15204
This date conforms with the style of the armor which is
typical for that year.

While there are several correspondences between k1881
and the ocuvre of George Breu the Elder, the free-flowing
Danubian quality of this roundel is not entircly consistent
with the work of that master, despite his association with
the Danubian School. Its numerous affinities with the art of
Altdorfer and Cranach suggest that k1881 was painted by
an artist in the circle of Breu who was open to other
influences.

Provenance: All the following catalogues listed x 1881 as by
Georg Breu, ¢. 1500. London, Knoedler and Co., exhibited
- Amsterdam, Rijksmuseum, Catalogus van de Tentoon-
stelling van oude Kunst - July-Sept. 1936, Cat. No. 19.
Julius Loeb, exhibited — Cambridge, Massachusetts, Fogg
Art Museum, The Horse, its Significance in Art, Apr.—May
1938, Cat. No. 3. Sold, New York, Parke-Bernet, 8 May

1947, Cat. No. 18, from Knoedler and Co. New York,
Frederick A. Stern, exhibited — Columbus, Ohio, Columbus
Gallery of Art, The Gothic North, 1949, Cat. No. 6, listed
as ex coll. Charles Loeb, New York; Ottawa, National
Gallery of Canada, A Loan Exhibition of German Paintings,
1400-1550, 1949, Cat. No. 1; Indianapolis, Indiana, John
Herron Art Muscum, Holbein and His Contemporaries, 1950,
Cat. No. 9. A. R. Ball, Boston and New York. Kress
acquisition 1952.

References: (1) K. Réttinger, Thieme—-Becker, v, pp. 594-6;
E. Kroher, Kindlers, 1, pp. 528-34. For the most extensive
discussion and illustrations of this artist’s work see Ernst
Buchner, ‘Der Altere Breu als Maler’, Beitrige zur
Geschichte der deutschen Kunst, 1928, 11, pp. 272~368. (2) See
Réau, 1, 2, pp. 571-9 for the iconography of St. George.
(3) Neg. no. xx 382. The Dresden drawing, there recorded
as North German, c. 1500, has several variations from
k1881: the horse is differently caparisoned, the knight in
three-quarter view, the landscape unrelated. No princess is
shown. (4) Charles Kuhn, Catalogue of German Paintings of
the Middle Ages and Renaissance in American Collections,
Cambridge, 1936, p. 66, Cat. No. 276.

HANS BALDUNG GRIEN

Hans Baldung Grien was born ¢ 1484/s at Gmiind
(Swabia), where his erudite, noble family originated; he
died at Strasbourg in 1545.2 After presumably training in
Strasbourg (c. 1500), Baldung Grien was active in Diirer’s
Nuremberg studio until 1506. His first known dated work
is the St. Sebastian Altar of 1507 for the Stadtkirche at Halle
(Nuremberg, Germanisches Nationalmuseum). He re-
turned to Strasbourg from Halle in 1509, where he married,
became a Burger and a master painter. In addition to being
an outstanding painter, he was a leading graphic artist
whose powerful prints reflected his highly original, forceful
aesthetic. His expressive art is characterized by an extra-
ordinary fusion of Renaissance humanism and medieval
mysticism.

K 1972 : Figure 32

ST. ANNE WITH THE CHRIST CHILD, THE VIRGIN AND
ST. JouN BarTisT. Washington, D.C., National Gallery
of Art (1614), sincc 1956. Mixed technique on panel
(probably pine), transferred to masonite. 341 X20% in.
(87-0 X75-9 cm.). Inscribed on the throne, to the right of
St. Anne’s head: HGB [monogram]. Her halo is inscribed:
s ANNA; the Virgin’s to the right: MAR1A; the Baptist’s at
the left: s tonANE[s]. When first published, K 1972 and its
companion piece were shown to be poorly preserved, with
numcrous splits and losses.2 Many losses in background
above head of St. Anne, above head of St. John Baptist, to
lower left of elbow of Christ, below the lamb, on back of
lamb, and drapery of St. John Baptist. Underdrawing
visible for arcades at top of throne that were never painted.
K 1972 was transferred by Suhr from panel to veneered and
cradled masonite and restored shortly before 1953.
Suida-Shapley, p. 26, Cat. No. 5. Color reproduction in
Broadley, p. 33.
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St. Anne is enthroned, embracing both the nude Christ
Child seated on her lap and her daughter Mary who stands
at the right. Mary and her Son jointly hold a fruit. St. John
Baptist kneels at the left, pointing downward with his left
hand to a nimbed lamb lying on the floor, and with his
right to the Christ Child. A landscape is seen through an
arcade at the upper left. The representation of the group at
the right, especially frequent in Germany in the late Middle
Ages and the Renaissance, is known as the Anna Selbdritt.?
Concerned with the gencalogy of Christ, this group
symbolized the Immaculate Conception of the Virgin.4 The
curious posc in which Jesus and Mary jointly hold a fruit
refers to their roles as the new Adam and the new Eve in the
redemption of mankind. Their placement before the throne
probably refers to Jesus and Mary as groom and bride and
to Mary’s coronation in Heaven. Mary’s hand on her dis-
tended stomach may refer to the Virgin Birth. The
Baptist’s proximity to both Christ as Bridegroom and as
the Lamb of God recalls several Biblical passages. His pose,
pointing to both Lamb and Christ, refers to John 1:29-30,
when the Baptist, secing Jesus approach him, said, ‘Behold
the Lamb of God, which taketh away the sins of the world.’
The lamb is symbolic of Christ as the Sacrifice for the
Redemption of Mankind. John’s benediction of the group
at the right recalls his words: ‘He that hath the bride is the
bridegroom: but the friend of the bridegroom, which
standeth and heareth him, rcjoiceth greatly because of the
bridegroom’s voice: this my joy therefore is fulfilled. He
must increase, but I must decrease.” (John 3:29-30).

Pariset first published k1972 and its pendant St. Johns on
Patmos (Text Fig. 8). He related the composition of the
Kress panel to a small woodcut by Baldung Grien
illustrating the Seelengdrtlein (M. Flach, Strasbourg, 1511).
Pariset compared the Virgin to a donatrix in a Trinity and
Mystic Pieta (London, National Gallery) by the same artist,
which he dated 1512, and the Baptist to his depiction in the
Crucifixion of 1512 (Berlin, Staatliche Muscen), concluding
that k1972 and St. John on Patmos belong with works
executed by Baldung Grien in Strasbourg ¢. 1511/12. He
noted that the artist was especially concerned with the
Anna Selbdritt theme between 1510-15.5 According to
Koch, k1972 and its companion picce, St. John on Patmos
(Text Fig. 8), were probably painted for the Order of St.
John in Strasbourg, for whom the artist also painted the
Mass of St. Gregory (Cleveland, Cleveland Museum of Art)
in 1511.% Koch dated k1972 in 1511, during the painter’s
first Strasbourg period.” Suida-Shapley (p. 26) followed
Buchner’s and Koch’s suggestions of a dating c. 1511,
Mahle observed that the Corot-like landscape of k1972,
if by Baldung Grien, is either heavily restored or very
unusual for this artist.® Zimmerman followed Koch in
dating k1972 in 1511. He further stated that the Kress panel
and St. John on Patmos (Text Fig. 8, cx coll. Dr. H. Becker,
Westfalen) were the wings of a carved shrine.® Oettinger
and Knappe dated the Kress pancl 1511.1° Koepplin pointed
out that K 1972 was extremely rapidly exccuted, noting that
Baldung Grien tended to produce cither highly finished,
presumably well-paid-for paintings, or much more speedily
executed, less expensive ones such as the Kress panel.

As k1972 and its pendant St. John on Patmos are both
devoted to St. John -the first to the Baptist, and the
second to St. John the Divine - it may well be that they
were commissioned by the Order of St. John, as suggested
by Koch. The year in which these panels are generally
assumed to have been exccuted is also that of a commission
given Baldung Grien by that Order for a Mass of St. Gregory
now in the Cleveland Muscum of Art. k1972 and its
companion picce are the same height as the Cleveland
picture and could have been incorporated in some common
format. A drawing of a standing Anna Selbdritt in a land-
scapessetting (Budapest, Szépmiiveszeti Miiseum), attributed
by Oettinger and Knappe to Diirer (1503/4), or a
similar work, may have been consulted by Baldung Gricn
for k1972.12

Provenance: Village church, Alsace (with St. John on Patmos).
Dr. Wimpfen, shortly after 1870, purchased from the above
(with St. John on Patmos).3® Siben Collection (daughter of
Dr. Wimpfen), Colmar. New York, Rosenberg and
Sticbel. Kress acquisition 1953, exhibited - Karlsruhe,
Kunsthalle, Hans Baldung Grien Ausstellung, July-Sept.
1959, pp. 41-2, Cat. No. 15.

References: (1) E. Curjel, Hans Baldung Grien, Munich, 1923.
A major recent reference for this artist is Carl Koch, Die
grossen Deutschen, Berlin, 1956, 1, pp. 401-14. (2) For a
photograph of k1972 before restoration, see F. G. Pariset,
‘Deux ocuvres inédites de Baldung Grien’, Gazette des
Beaux-Arts, 6th ser., x1, 1934, pp. 13-23, fig. 2. (3) Sece
Beda Kleinschmidt, Die heilige Anna, Dusseldorf, 1930;
Réau, 11, 2, pp. 75-9; 84~90; 146-8; Lexikon der Marienkunde,
1, col. 248; Broadley, p. 32. (4) Baldung Grien illustrated the
Anna Selbdritt in a landscape setting without the Baptist for
the edition of the Hortulus Animae published by Martin
Flach on 2 Feb. 1511, in Strasbourg. Sce Pariset, op. cit.,
p. 20, fig. 1. (5) Pariset, op. cit., p. 20. H. Perscke, Hans
Baldungs Schaffen in Freiburg, Freiburg-im-Breisgau, 1941,
p- 49, scems to suggest a later dating than Pariset’s.
(6) Koch, ‘Uber drei Bildnisse Baldungs als kiinstlerische
Dokumente vom Beginn seines Spitstils’, Zeitschrift fiir
Kunstwissenschaft, v, 1951, pp. $7-70, csp. pp. 62, 64.
Also Koch letter of 26/vi/s7, Kress Archive. (7) Idem,
‘Katalog der erhaltenen Gemilde, der Einblattholzschnitte
und illustrierten Biicher von Hans Baldung-Grien’,
Kunstchronik, vi, 1953, pp. 297-302, csp. p. 297. (8) Hans
Mohle, ‘Hans Baldung Grien: zur Karlsruher Baldung-
Ausstellung’, Zeitschrift fiir Kunstgeschichte, xxu, 1959,
pp- 124-32, esp. p. 128. (9) Werner Zimmerman, Hans
Baldung Grien, Ausstellung, Karlsruhe, Staatliche Kunst-
halle, 1959, pp. 41-2, Cat. Nos. 14 (k1972) and 15. The
Becker panel was sold at Sotheby’s London, 8 Dec. 1971,
Cat. No. 28, p. 22, fig. 28 (listed as ‘property of a gentle-
man’). (10) Katl Oettinger and Karl Adolph Knappe, Hans
Baldung Grien und Albrecht Diirer in Niirnberg, Nuremberg,
1963, n. 247, p. 105. (1I) Letter of 1968, Kress Archive.
(12) Oettinger and Knappe, op. cit., pp. s, 93, n. 22, pl.
125. In the drawing, the Christ Child holds the fruit while
his mother folds her hands in prayer. (13) Parisct, op. cit.,

p- 13.
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HANS SUSS VON KULMBACH

The birthdate of Hans Siiss von Kulmbach is unknown; he
died in Nuremberg in 1522. His family originated in
Kulmbach, Bavaria. The artist’s early training is not clear,
but probably took place in Nuremberg under Jacopo de’
Barbari. An carly associate of Diirer’s, von Kulmbach could
also have been his apprentice. His first works date from
¢. 1505. He became a Burger of Nurcmberg in 1511. As
dated works of 1511 and 1516 are in Cracow, the artist may
have worked in that city, or sent his paintings there from
Nuremberg as the centers were in close commercial
contact. A master of Diirer’s monumental style of the first
decade of the sixteenth century, Kulmbach was one of the
major artists active in Nuremberg in the first quarter of the
sixteenth century.!

K1594 : Figure 23

THE ADORATION OF THE MacI. Allentown, Pennsyl-
vania, Allentown Art Museum (61.42.6) since 1960. Mixed
technique on panel. 23% X14% in. (60-7 X37-5 cn1.). Panel
cradled by Pichetto in 1949; cleaned and varnished, and
some in-painting by Modestini in 1960; some restoration.
Allentown, 1960, p. 90.

Mary is scated at the left on a stone block, holding the nude
Christ Child on her lap.2 He touches the coins in an open
coffer held up to him by the knecling Melchior, shown in
left profile in the right foreground. Two Magi in turbans
stand in the background holding fantastic goblets: Caspar,
at the left, one for incense, and Balthasar, to the right,
another for myrrh. The Adoration takes place against a
Romanesque masonry wall.3

Bermann dated k1594 ¢. 1513.4 According to Buchner,
it belongs to a Marian altar probably dating from the
second decade of the sixteenth century, from which four
other panels survive: Amnunciation (Nuremberg, Ger-
manisches Nationalmuscum); Nativity (Bayrcuth, Bay-
erische Staatsgemildesammlungen); Ascension (New York,
Metropolitan Museum of Art) and the Deatl of the Virgin,
a predella.8 Kuhn dated k1594 ¢. 1515, relating it stylistically
to the Adoration of the Magi (Berlin, Staatliche Museen)
which he believed to date from that year.® Stadler pointed
out that the Ascension (New York, Metropolitan Muscum
of Art) is based upon Diirer’s woodcut of ¢. 1509-11 from
the Small Passion (B.50), giving 1511 as the terminus post
guem for the Marian altar to which the Kress and Metro-
politan panels belonged. He believed k1594 to have formed
part of the wings of a Marian altar which included (in
addition to the Nuremberg Aunnunciation, Bayreuth
Nativity, and New York Ascension) four paintings in
Leipzig (Muscum der bildenden Kiinste). Approximately
the same size as K1594, they show the Birth of the Virgin,
Visitation, Christ Appearing to His Mother, and Peutecost.
Stadler suggested that the central panel may have been the
Coronation of the Virgin (Vicnna, Xunsthistorisches
Museum).” The latter was once inscribed with the date
1514. Winkler pointed out that the artist painted three

surviving altarpicces devoted to the Life of the Virgin:
k1594 with the companion pieces first cited by Buchner
as one, a group in Bamberg as a sccond and the Leipzig
panels as the third.® In 1961 Strieder dated the Adoration of
the Magi c. 151213, part of a Marian cycle. He described
the painting as more developed in style than the Leipzig
pancls, contemporary with the Tucher Epitaph of 1513
(Nuremberg, S. Scbald).? According to Strieder the
Annunciation and the Nativity, recorded in the nincteenth
century in Nuremberg, came from the same altar as K 1594.
He assumed the altarpiece was originally painted for a
Nuremberg church.10

The subjects of the eight panels which, including the Kress
Adoration, were grouped by Stadler as the wings of a
complete Marian triptych do not work out convincingly.
There may have been a more complex wing organization
for the altarpiece, allowing for the addition of further
subjects. k1504 and the other seven panels may have
belonged with a now unknown central painting rather than
the Vienna Coronation. The predella of the Death of the
Virgin which appeared at the Stallforth Sale together with
k1594 and the Metropolitan Ascension scems, as pointed out
by Stadler, to be earlier in style than the Kress panel and to
belong to some other project, contrary to Buchner’s view.1!
The Adoration of the Magi is a finc example of von
Kulmbach’s mature style. Although very freely inspired by
Diirer’s woodcut of the Holy Family and the Magi of 1511
(1.3), k1594 has an economy and spontancity characteristic
of Kulmbach. Stricder’s dating of 1512/13 seems correct.

Provenance: Stallforth Collection, Wiesbaden, with Ascen-
sion (now New York, Metropolitan Musecum of Art) and
Death of the Virgin (1936, Munich, Fleischmann Gallery) -
all three sold 1919 (Helbings, Munich, 1 Oct. 1919, Cat.
No. 110). Voltz Collection, The Hague. New York and
Munich, A. S. Drey as early as 1928, exhibited - New
York, Schaeffer Galleries, Early German Paintings, 1937,
Cat. No. 15. New York, Paul Drey. Kress acquisition 1948,
exhibited - Indianapolis, Ind., John Herron Art Museum,
Holbein and His Contemporaries, 1950, Cat. No. 43.
Nuremberg, Germanisches Nationalmuseum, Meister um
Diirer, 1961, p. 103, Cat. No. 161c.

References: (1) Scc Ermst Buchner, Thieme-Becker, xxu,
pp- 92—5; Franz Stadler, Hans von Kulmbach, Vienna, 1936;
Peter Strieder, Kindlers, 11, pp. 775-80. (2) The square seat
is symbolic of virtue. See R. Wittkower, ‘Space, Time and
Virtue’, Journal of the Warburg Institute, 1, 1937-38, pp.
313-21. (3) A drawing has been regarded by Friedrich
Winkler (Die Zeichnungen Hans Siiss von Kulmbachs und
Hans Leonhard Schiuffeleins, Berlin, 1942, p. 62, Cat. No.
45) as preparatory to K1594: Adoration of the Magi (Budapest,
Szépmiivészeti Muzeum). However, the architectural
background is in ruins; foliate cartouches are placed at the
upper left and right which provide an arch-like enclosure
at the top. There are also numerous differences in the
depiction of the Magi. It is far from certain that the
Budapest drawing was specifically preparatory to the
Kress pancl. A study of the Holy Family for a painted
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glass window donated by Michael Ketzel (Nuremberg)
(Frankfurt Stidelsches Kunstinstitut, Winkler, op. cit. Cat.
No. 69) shows the Virgin and Child in a pose similar to
that of K1594. Another drawing for the same window
(formerly Vienna, O. Bondy Collection, Winkler, Cat. No.
71) shows some similarity with the standing Magi in K 1504.
(4) Hans Bermann, ‘Hans Siiss von Kulmbach’, Leipzig,
1923, unpublished dissertation, p. 66. (5) Buchner, op. cit.,
p- 93- In 1936 the predella was in the Fleischmann Gallery,
Munich. (6) Charles L. Kuhn, A Catalogue of German
Paintings of the Middle Ages and Renaissance in American
Collections, Cambridge, Mass., 1936, p. 56, Cat. No. 208.
(7) Franz Stadler, Hans von Kulmbach, Vienna, 1936,
pp- 19-20, Cat. No. 63c. The Leipzig panels were
drastically ‘restored’ in the ninetcenth century. Harry B.
Wehle and Margaretta Salinger (A Catalogue of Early
Flemish, Dutch and Germau Paintings, The Metropolitan
Muscum of Art, New York, 1947, p. 189), followed
Stadler’s views, but pointed out that the Leipzig pancls
differ in style and surface, possibly duc to ninetcenth-
century repainting. (8) Winkler, Hans von Kulmbach,
Bayreuth, 1959, pp. 69-70. (9) Strieder, Meister um Diirer,
Germanisches Nationalmuscum, Nuremberg, 1961, p. 103.
See also Kindlers, m, p. 776. The paintings were published
by R. von Rettberg, Niimbergs Kunstleben, in seinen Denk-
malen dargestellt, ein Fiihrer fiir Einheimische und Fremde,
Stuttgart, 1854, p. 139. (x0) Strieder, Meister um Diirer, p.
103. (1) Stadler, op. cit., Cat. No. 34.

HANS HOLBEIN THE YOUNGER

Hans Holbein the Younger was born in Augsburg in
1497/8 and died in London in 1543. His father, a major
artist of northern Europe, had an extremely large studio in
Augsburg before moving to Isenheim and then to Berne.
Both Hans Holbein the Younger and his brother Ambrosius
were first trained in their father’s atelier. In 1513-14 the
brothers left for Basle and were active as print designers
for book illustrations. Hans Holbein the Younger probably
went to Northern Italy; he returned to Basle where he
married and where his family was to remain. In 1524 he
journeyed to France and in 1526 to the Netherlands. From
1526 onwards the major part of Holbein’s portraits were
exccuted in England, where he resided from 1526 through
1528 and from 1532 to 1543. He was referred to as a ‘royal
servent’ of Henry VIII in 1537. Best known for his
meticulous, restrained yet compelling portraits, Holbein
also painted religious subjects, large-scale altarpieces,
portrait miniaturcs and tabletops. He designed frescoed
fagades in the renaissance manner and works in precious
metal. Little is known of his earliest ocuvre, since his
portraits from this phase are so closely linked to those by
his father and by his brother Ambrosius.!

Attributed to
HANS HOLBEIN THE YOUNGER

K 1892 : Figure 16

YounG MaAN IN AN ORANGE HAT. Washington, D.C.,
National Gallery of Art (1381), since 1961. Oil? on linden.
9} x7§ in. (23-5 X18-7 cm.). Painted surface: 88 X6§ in.
(21-9 X16-8 cm.). Several splits and many small blisters
have necessitated some restoration. Restored ¢. 19313 and
by Suhr shortly before 1952 and by Modestini in 1955.
Suida-Shapley, p. 106, Cat. No. 38 [Hans Holbein the
Younger]. Reproduced in color in Seymour, pl. 82.

A young man in an orange hat, his shirt of pink and yellow
changeant material open at the throat, is shown in bust-
length, facing to the right, in three-quarter view. His hair
is tousled and his attire suggests informality. A pink flower
is stuck in his hat which also has a dark colored ribbon
drawn through the slashes in the brim.

K1892 was attributed to Ambrosius Holbein (died ¢. 1519)
when it was in the Rothschild Collection (Vienna), until
Baldass published it as an carly work by Hans Holbein the
Younger in 1931. He rclated it to the depiction of a young
man dated 1518 (Leningrad, Hermitage) by Ambrosius
Holbein, but pointed out that the facial expression was
unlike that of the latter, closer to Hans Holbein the
Younger's portraits of Jacob Meyer and his Wife of 1516
(Basle, Offentliche Kunstsammlung). Baldass placed x 1892
as executed by Hans Holbein the Younger prior to the
von Hertenstein portrait of 1517 (New York, Metropolitan
Museum of Art), describing the Kress painting as Holbein’s
first portrait with a neutral background, its compositional
and coloristic qualities close to the Youth of 1515 (Darm-
stadt, Hessisches Landesmuseum) signed HH, whose
attribution is disputed between the Elder and the Younger
Holbein4 According to Schmid, the Washington panel is
a work of very high quality, its composition close to works
of Ambrosius Holbein, but its modcling superior to the
latter, pointing to authorship by Hans Holbein the Younger,
but somewhat later in date than suggested by Baldass.5

Hugelshofer observed that k1892 follows Hans Holbein
the Younger’s graphic style of the Basle years, and found
that it presents a composition to be followed by German
portraits of the Reformation. He pointed out that such
images, with their abstract backgrounds, were cheaper in
price than those with architectural interiors or landscapes
and proposed a date of ¢. 1520 for the Kress panel, executed
by Hans Holbein the Younger after his return to Basle
from Lucerne. He indicated that similar models are to be
found in drawings by the painter dated 1522 (New York,
Morgan Library).® Ganz did not accept k1892 as by
Holbein.? Suida-Shapley (loc. cit.) cited Max J. Fricdlinder,
Paul Ganz, Georg Swarzenski and Jakob Rosenberg as
stating that k1892 is a work by Hans Holbein the Younger.
Boerlin’s Holbein catalogue placed k1892 with the ocuvre
of Ambrosius Holbein, but dated it toward the middle of
the century. Neither the handling, the changeant color,
nor the form of k1892 are viewed by Boetlin as char-
acteristic of Hans Holbein the Younger.® Baldass disputed
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the above view, re-affirming his original attribution.? The
Washington portrait was dated ¢. 1520 by Seymour (pp. 90
and 202, n. 20), when Hans Holbein the Younger came into
contact with Italian art in Basle. He believed that Boerlin’s
objections to the Hans Holbein the Younger attribution
were not conclusive since the uncharacteristic qualities of
K 1892 might be due to the influence of Ambrosius Holbein
upon his brother at an carly stage of his carcer. Most
recently Boerlin suggested that the Kress painting is a work
contemporary with the art of Tobias Stimmer (1539-84).10

The portrait, while it has numerous affinities with the styles
of both Ambrosius Holbein and his younger brother, is
not cntircly compatible with the oeuvre of either. Its un-
usually expressive, cmotional quality relates to other artists
active in Basle in the 1520s such as the author of a drawing
of a Young Man in Profile attributed to Hans Funk.!* The
sitter’s attire also points to a date around 1520. Boetlin’s
mid-sixteenth-century placement scems too late; but his
objections to the Hans Holbein the Younger attribution
and his grouping of the Kress painting with Ambrosius
Holbein in the Basle cataloguc may prove correct. k1892
was intended as a personal record rather than as an official,
formal portrait. Its spontancous, immediate quality is in
keeping with the Swiss mode of the first half of the six-
teenth century: militant yet romantically independent. The
painter was probably active in the environs of Basle in the
first third of the sixteenth century, working in a style close
to that of Hans Holbein the Younger, but perhaps open to
a somewhat freer, more subjective approach often linked
to the Danubian School. If by Holbein the Younger, the
Kress panel was probably executed within two years after
the Young Man with a Red Beret (Darmstadt, Hessisches
Landesmuseum), which is similar in form. It is, as noted by
Baldass, comparable in handling to the Jacob Meyer of 1516
(Basle, Offentliche Kunstsammlung) but considerably
more free in treatment.1?

Provenance: Baron Louis de Rothschild, Vienna, exhibited -
Houston, Texas, Houston Museum of Fine Arts, Seventeen
Masters of Painting, 15 Jan-15 Feb. 1950, Cat. No. 2z0.
New York, M. Knoedler and Co. Kress acquisition 1952,
exhibited ~ Basle, Kunstmuscum, Die Malerfamilie Holbein
in Basel, June-Scpt. 1960, p. 134, Cat. No. 92, as Ambrosius
Holbein.

References: (1) For the biography of Holbein the Younger
sec A. Woltmann, Holbein und seine Zeit, Leipzig, 1876.
Sce also Paul Ganz, The Paintings of Hans Holbein, London,
1956. (2) According to Modestini. The medium is given as
tempera by P. H. Boctlin, Die Malerfamilie Holbein in Basel,
Basel, Kunstmuscum, 1960, p. 134, Cat. No. 92. (3) Photo-
graphs of x1892 before and after a restoration of ¢. 1931
appear in Ludwig Baldass, ‘Ein Frithwerk Hans Holbeins
des Jiingeren’, Kunstchronik und Kunstliteratur, supplement
to Zeitschrift fiir bildende Kunst, 1931-32, p. 61. (4) Ibid.,
pp- 60-1. (5) H. A. Schmid, Hans Holbein der Jiingere, Basle,
1948, 1, p. 69. (6) Walter Hugclshofer, ‘Die Anfinge Hans
Holbeins des Jiingeren als Bildnismaler’, Phoebus, 11, 1049,
pp. 60-70, csp. pp. 67-70. (7} Paul Ganz, Hans Holbein der

Jiingere, Basle, 1950, p. vii. (8) Boerlin, loc. cit. (9) Baldass,
‘Offenc Fragen auf der Basler Holbein Ausstellung von
1960°, Zeitschrift fiir Kunstwissenschaft, xv, 1961, pp. 81-96,
esp. p. 87. (10) Letter of 22/vi/68 from Peter Boerlin in
Kress Archive. (1x) Walter Hugelshofer, Swiss Drawings,
Smithsonian Institute, 1967-68, pl. 28, Cat. No. 28. (12) Sce
Note 9, above. The Darmstadt portrait is reproduced by
Ganz, op. cit., pl. 58; the Meyer portrait is ibid., pl. s9.

ALBRECHT ALTDORFER

Born ¢. 1480, probably in Regensburg, Altdorfer died there
in 1538.1 He was first known to have been active in 1506;
several paintings are dated 1507. Active as a printmaker and
architect, as well as painter, Altdorfer was one of the major
artists of the Danubian School, celebrated for his brilliant
romantic landscapes and his extraordinary gifts in working
on a miniature scale. Like many artists of the German
Renaissance, Altdorfer worked in the devotional and
humanistic genres.

Circle of ALBRECHT ALTDORFER
K1849A : Figure 28

THE RULE oF BaccHUS. Washington, D.C., National
Gallery of Art (1110), since 1952. Oil on linden transferred
to masonite by Suhr c. 1950. 15} X6} in. (38-7 X159 cm.).
Inscribed® on a broad white band at the top: [m]vI
[s]Janas MeN[T]Es FE[BRIS]/QVVM BACCHIC[A]/
TVRBAT (*...oh woe when Bacchic fever confuses the
healthy spirit.’) Cleaned by Suhr c. 1951; well preserved.
Suida-Shapley, p. 20, Cat. No. 1. Reproduced in color as
the left wing of a triptych with k18498 and c in Broadley,
p- 27

K1849B : Figure 29

THE FALL OF MAN. Washington, D.C., National Gallery
of Art (1110), since 1952. Oil on linden transferred to
masonite by Suhr c. 1950. 15} X12in. (38-7x30-5 cm.).
Pentimenti of raised arms of Adam and Eve within
branches.® Vencered and cradled; considerable abrasion
and extensive worm tunncling on original panel; loss of
paint surface to the left of Adam’s head; cleaned by Suhr
¢ 1951.

Suida-Shapley, p. 20, Cat. No. 1.

K1849cC : Figure 30
THE RULE OoF MARs. Washington, D.C., National

Gallery of Art (1110), since 1952. Oil on linden transferred
to masonite by Suhr ¢. 1950. 15} X6} in. (38-7 X15-9 cm.).
Inscribed on a broad white band at the top: Tvne
[D]vRIT[E]R [PA]CTVM/MISCET MARS IMPIVS/ORBEM
(‘Unity will be hard to achieve when the impious Mars
shatters the carth.”) Cleaned by Suhre. 1951; well preserved.

Suida~Shapley, p. 20, Cat. No. 1.
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K1849, now assembled as a triptych entitled The Fall of
Man, was originally two wings of a larger work whose
central section had been lost by the latc nineteenth century.
The left wing showed Adam (front) and Bacchus (back) and
the right had Eve (front) and Mars (back). The wings were
later joined so as to form a single panel with Adam next to
Eve on one side and Bacchus and Mars on the other. After
1930 this pancl was sawed through, scparating front from
back. The latter was then divided, restoring the Bacchus
and Mars to the wing format, placed to the left and right
of the Adam and Eve, which substituted for the lost central
panel so as to create a triptych.

The nude Adam and Eve are depicted after the Fall
(Genesis 3:1-13), placed against a dark forest setting with
a stag at the centre and a lion at the right. The serpent
appears on a bough overhead with the apple in its jaws.
Standing before the apple tree, Eve holds the bitten fruit
toward Adam, who braces himself against another tree,
the right arm and index finger raised. The mysterious
illumination of the Adam and Eve, stemming from their
brilliant naked flesh, is found again on the versi — now seen
as the wings — where the aureoles behind Bacchus and Mars
scem to throw light upon their respective panels. To the
left and right Bacchus and Mars are each seated within a
brightly colored nimbus of pink and yellow clouds placed
against a turbulent sky. A dense crowd of nude male
figures, many crowned and girdled in vine leaves, are in
the lower sections of cach wing. In the Bacchus panel some
of them hold vessels toward the nude god who, wreathed
in vineleaves, pours winc from a ewer, while he holdsa vine.
Several of the figures below Mars, who holds a sword and
fircbrand, carry swords and seem to be shown in combat.

The subject matter of x1849 has been summarized by
Broadley (p. 26) as intending to scrve an instructive rather
than a devotional purpose. “. . . [it] explains the nature of
sin and how it originated with the disobedient act of Adam
and Eve, who appear in the central panel, where they scem
to be pondering the serpent’s fateful advice. Medieval
scholars contended that man was constituted of four
mysterious fluids or humors: choler, phlegm, blood, and
mclancholy. In the first man and woman, who were perfect,
those fluids were in cquilibrium. But when they ate the
forbidden fruit, that delicate balance was upsct; and man
thereafter was subject to the corruptive influence of which-
cver fluid dominated his system. If choler chanced to
predominate, he tended toward envy, anger, and murder.
In the panel to the right, choleric men are shown ruled by
Mars, pagan god of war, who brandishes a sword and
flaming torch. The Latin inscription at the top of the panel
observes that it is Mars who upscts the World. The panel
on the left shows the effect of an excess of phlegm. In this
situation, under the influence of Bacchus, who according
to the inscription “confuses the senses of man”, descendants
of Adam and Eve fall prey to gluttony and sclf-indulgence.’

Benesch related the symbolism of k1849 to the writings of
the German humanist and physician Paracelsus (Theo-
phrastus Bombast von Hohenheim, ¢. 1490-1541) in his

Liber de Epidemiis (Fragmenta medica ad Praecedentia
Referenda).® The author’s correlation of the inscriptions
and the subjects of the Mars and Bacchus to Paracelsus are
not entircly convincing. However, there can be little doubt
that the imagery of the wings is directly dependent upon
one of the innumerable astrological, neo-Platonic texts
that abounded in carly sixteenth-century Germany. Stange
and Winzinger's suggestion that the central panel may have
been a portrait seems unlikely in terms of the scale of the
subjects in the wings.® Baldass’ proposal of the Kingdom of
Venus as the missing depiction is more convincing. In re-
constructing the original appearance of k1849, Baldass
suggested that the various panels were wings of a sccular
altar like that painted by Martin van Heemskerk in 1536
(central pancl - the Forge of Vulcan formerly in Prague,
Nostiz collection; wings ~ Viulean Pointing Out Mars and
Venus in the Net, Vulcan Giving Thetis the Shield of Achilles,
both in Vienna (Kunsthistorisches Museumy); the verso of
the Shield of Achilles formerly showed a Caritas, that of the
other wing, Prudentia and Justitia). Like the Heemskerk
triptych, the original format of k1849 had depictions
of Biblical subjects on the outside and mythological
subjects on the inside.” Whatever the lost central subject
may have been, it probably continued the scheme of
the wings in having an inscription along the top and a
similar composition. k1840 was first recorded by
Fricdlinder as an accomplished work in the style of
Altdorfer, but not by his hand. He dated the panels in the
1520s.5 Benesch described the panels as the wings of a
secular triptych. He characterized the inner depictions as
devoted to the evil influence of Bacchus and Mars on
mankind. k1849 is compared with Altdorfer’s prints of the
1520s, cspecially Hercules and the Muses (.28) and the
standing Venus (8.32) and Allegory (8.58). The battling
figures are related to Altdorfer’s B.38. He noted that it is
Altdorfer’s only known painting of nudes other than the
frescocs of bathers (Regensburg, Historischer Verein), and
dated the Kress panels in the mid-1520s, close in style to the
Lot and his Daughters (Vienna, Kunsthistorisches Muscum).®
Hugelshofer found x 1849 to be late work by Altdorfer, ina
painterly, soft style, of ¢. 1530.19 In 1939 Benesch dated it
before 1526, by Altdorfer’s hand.!! According to Baldass,
the Kress panels were painted by Altdorfer between 1526
and 1528. He rclated some of the figures to the artist’s
cngravings of Venus and Two Putti (B.35), the Knight with
Visor (8.50), and the Horatius Cocles (8.29).32 Suida-Shapley
(loc. cit) also recorded them as by Altdorfer, as does
Stange.3® Ruhmer dated the Kress triptych between 1515
and 1525 as by Altdorfer, suggesting that the Bacchus may
have been meant to be at the right, and the Mars at the left.
The Adam and Eve are described as based on the Diirer
pancls of 1507 (Madrid, Prado).!* The forthcoming mono-
graph by Franz Winzinger will record k1849 as from the
studio of Altdorfer. He points out the dependence of the
Adam and Eve on the Diirer cngraving of 1504 (B.I) and
relates them to Altdorfer’s engravings of Venus (8.32), the
Allegory (8.58), and the Hercules and a Muse (8.28).1%

Although certain passages of k1849 — most notably the
background of the Adam and Eve —arc painted with the
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finesse associated with Altdorfer, many other areas are
exccuted in a coarse, summary manner alien to that master.
While the Kress painting is not consistently on a level with
Altdorfer’s art, it is gencrally superior to the works of the
many known minor masters in his circle.

Provenance: Professor F. von Wicser, Innsbruck, ¢. 1801.
Lacher von Eiseck, Bad Tolz, Oberbayern. Walter
Fcilchenfeld. Baron Heinrich Thyssen-Bornemisza,
Lugano,!® exhibited — Munich, Neue Pinakothek, Samm-
lung Schiloss Roloncz, 1930, Cat. No. 4. New York, M.
Knoedler and Co. Kress acquisition 1951.

References: (1) The principal monographs on Altdorfer are
Max ]. Fricdlinder, Albrecht Altdorfer, Berlin, 1923; Hans
Tictze, Albrecht Altdorfer, Leipzig, 1923 ; Otto Benesch, Der
Maler Albrecht Altdorfer, Vienna, 1939; Ludwig von Baldass,
Albrecht Altdorfer, Vienna, 1941. (2) For a study of these
inscriptions, sce Benesch, op. cit., pp. 48 ff. The recon-
structed Renaissance Latin inscriptions as given above are
taken from the forthcoming monograph by Franz
Winzinger. (3) Benesch, ‘Altdorfers Badstubenfresken
und das Wiener Lotbild’, Jahrbuch der koniglich preussischen
Kunstsammlungen, L1, 1930, pp. 179-88, esp. p. 184. (4)
Bacchus to the right, Mars to the left. See Benesch, 1930,
op. cit., p. 184, fig. 5. (5) Benesch, 1939, op. cit., pp. 28, 33,
48, Cat. Nos. 71, 72. His reference to the lower figures at
the left and right is unconvincing. (6) Alfred Stange,
Malerei der Donauschule, Munich, 1964, pp. 39, 141, Cat.
No. 25. (7) Baldass, op. cit., pp. 127, 176 ff, 185, 194, 214.
(8) Friedlinder, Albrecht Altdorfer, Leipzig, 1891. Heinemann
quoted Fricdlinder as dating k1849 after 1525 (Sammlung
Schloss Rohoncz, Munich, Neue Pinakothek, 1930, Cat.
No. 4). k1849 is omitted from Friedlinder’s monograph
of 1923 and from Tietze’s of the same year. (9) Benesch,
1930, op. cit., pp. 184~s. (x0) Walter Hugelshofer, ‘Die
altdcutschen Bilder der Sammlung Schloss Rohoncz’,
Cicerone, XX11, 1930, pp. 405-14, P. 409. (n) Benesch, 1939,
op. cit., pp. 28-33, Cat. Nos. 71, 72. (12) Baldass, op. cit.,
pp. 176 ff. (13) Stange, op. cit., pp. 39, 141, Cat. No. 25.
(14) Eberhardt Ruhmer, Albrecht Altdorfer, Munich, 1965,
pp- 18, 52, Cat. No. 12. (15) Letter of 27/x1/67, National
Gallery of Art Archive. (16) Rudolf Heinemann, Stiftung
Sammlung Schloss Rohonez, Lugano~Castagnola, 1937, p. 1,
Cat. No. 4.

HANS MALER

Hans Maler was born ¢ 1490 in Ulm where he died
¢. 1530.1 His first known work of ¢. 1510 is a Holy Kinship
(Sigmaringen, Fiirstlich Hohenzollernsches  Museum),
close in style to the work of Bartholomius Zeitblom, who
was probably his teacher. Maler scems also to have been
active in the studio of Bernhard Strigel. Between 1520 and
1523 he made several depictions of the Archduke Ferdinand
of Tyrol and in the following two years exccuted a number
of portraits of Anton and Ulrich Fugger, later portraying
their financial associates. While his religious art is not
notably accomplished, Maler was a skilled portraitist.
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K1886 : Figure 3

ANTON FuGGeR. Allentown, Pennsylvania, Allentown
Art Muscum (61.46.6), since 1960. Oil on panel (probably
pinc). 14;:%X12in. (36:4 X30-5 cm.). False monogram us
(for Hans Baldung) was once visible. Inscribed on back:
.ALS ICH WAS. XXXL IAR. IX. MONAT ALT/.DO WAS
ICH. ALSO GESTALT. (‘When I was thirty-one years and
nine months old, this is the way I was represented.”) Coat-
of-arms below the inscription: Party per pale or and gules
two fleurs-de-lis countercharged. Crest: a fleur-de-lis
parted per pale gules and or between two proboscids or
and gules. These arms are the Fuggers's in their design
but the colour red (gules) is used wherever blue (azure)
occurs in all other known examples of these arms.2 Below
arms: 1525.% (Sec Text Fig. 9.) Extensively cleaned and
repainted at an unknown date; verso is far better preserved.
Allentown, 1960, p. 100.

A bearded, moustached man with a receding hairline,
wearing informal dress and a netted cap is shown in three-
quarter view, facing left. He wears an expensively trimmed,
open-collared undertunic and a coat with turncd-down fur
collar. Anton Fugger, a member of the prominent
Augsburg mercantile banking family, was born on 10 June
1493, and died in 1560. He was the son of Georg Fugger
whose brother, Jakob ‘the Rich’, was the founder of the
family fortune.® This portrait or the model upon which it
is based must have been completed about 10 March 1525
to conform with the inscription on the back. The artist
also depicted Anton’s cousin Ulrich in 1525 (New York,
Metropolitan Museum of Art). Lieb thought k1886 may
be based upon Maler’s Anton Fugger portrait, formerly in
Berlin (von Kaufmann collection) which is dated 10 March
1525 and is very close in size to the Kress panel.5 The von
Kaufmann panel has more highly developed modeling of
the features, which x 1886 may also have possessed prior to
some drastic cleaning,

The panel was first published by Kuhn as a ‘Member of the
Fugger Family’ with the notation that repetitions of this
portrait were faitly numerous.® Lieb characterized x1886
as more bourgeois than the von Kaufmann, Bordeaux, and
Karlsruhe portraits of Anton Fugger by Maler, which he
described as aristocratic.

Maler painted many portraits of the Fugger family; the one
most noticeably corresponding to x 1886 in style and format
is that of Anton’s brother Ulrich, also dated 1525 (New
York, Metropolitan Musecum of Art). It is probable that
Maler was commissioned by the banking family to exccute
a series of portraits for the family portrait gallery at their
castle at Babcnhausen, where k1886 or another similar
portrait by Maler of Anton Fugger would have been
placed. As many members of the same family often wished
to have portraits of prominent relatives, it may well be that
Maler or an assistant was ordered to produce scveral
modified versions of the more formal portraits. k1886
could represent such a reduction, simplifying the Thun
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portrait which is in half-length and includes the sitter’s
hands.

Provenance: Possibly at the Fugger family castle at
Babenhausen, near Memmingen, Ulm. H. Ball, Boston
and New York.? Katherine Thomas, Boston (1936). New
York, Frederick A. Stern. Kress acquisition 1952, cxhibited
- Washington, D.C., National Gallery of Art, Art Treasures
Jor America from the Samuel H. Kress Collection, 10 Dec.
1961-4 Feb. 1062, Cat. No. 6o.

References: (x) Alfred Stange, Kindlers, 1v, pp. 264-5. Scc
also Heinz von Mackowitz, Der Maler Hans von Schwaz,
Innsbruck, 1960 (Schlern-Schriften, xix). (2) The usual
form of the arms is given in J. B. Rictstap, Armorial Général,
2nd ed., 1, Gouda, 1884-87, p. 724: ‘Parti d’or et d’azure;
a deux fleur-de-lis de I'un a l'autre. C.: Une fleur-de-lis
partic d’azure et d’or; entre deux proboscides, d’or et
d’azure.” Neither the director of the Fugger archives, Dr.
M. Griifin Preysing, nor the author of the book Die Fugger
und die Kunst (Munich, 1958), Norbert Lieb, have ever
seen another example of the substitution of red for blue in
the Fugger arms and both suggest it might be a restorer’s
mistake. (3) The Fugger family was ennobled in this year.
(4) For a detailed biography see A. Stauber, Das Haus
Fugger, Augsburg, 1900, and Licb, op. cit., pp. 361-5. With
his older brother Raimund, Anton ran the family bank and
was chief financial adviser to Charles V, who ennobled the
Fuggers. In addition to his various diplomatic and
mercantile activitics, Anton was a patron of humanists;
Erasmus dedicated an edition of Xcnophon to him. (5)
Lieb (ibid., pp. 463—7) has compiled the known portraits of
Anton Fugger. Among these the following arc closely
linked to x1886: Cat. No. ¢ (fig. 263). Erlau (ncar
Bodenbach, Bohemia), Fiirst Thun-Hohenstein. (Discussed
Pp- 292-3, 463-5.) Signed and dated 1524. Half-length
with dark background and different attire from the Kress
painting. The sitter’s hands are included. Cat. No. 5 (fig.
264). Formerly Berlin, Richard von Kaufmann collection.
(Discussed pp. 203-4, 464-5.) Licb regards the von
Kaufmann portrait (dated 10 Mar. 1525) as the basis for a
scries of replicas by Hans Maler, the first of which is
K1886. Except for a more luxuriant fur collar and the
presence of the inscription at the upper left, the von
Kaufmann portrait is identical with k1886. Cat. No. 6
(k1886), discussed pp. 294, 466. Cat. No. 7 (fig. 266).
Bordeaux, Musée de Beaux-Arts, Donation Duffour-
Dubergier, 1861. (Discussed pp. 294, 464-5.) Although
Licb (pp. 299, 466) accepts his Cat. No. 7 (Bordeaux) as an
original work, it appears on the basis of the reproduction in
his book to be a later copy. Cat. No. 8 (fig. 267). Karlsruhe,
Kunsthalle. (Discussed pp. 294-5, 464—3.) Inscribed in front
with name Anthony Fugger, age 31, 1525, and arms.
Format related to the Kress painting, but with darker
background and more space at the top and sides. An
enlarged copy on linen is in the Fugger collection at
Schloss Wellenburg. Cat. No. ¢ Schloss Wellenburg,
Fugger Collection. (Discussed p. 296.) An enlarged later
sixteenth-century copy on linen of Lieb’s Cat. No. 8. Cat.
No. 10 (fig. 270). Neuilly, collection Marquis de Vassclot

(Discussed pp. 296, 465.) Half-length figure with broad-
brimmed hat; composition extremely vertical in format.
This does not scem to belong in this series, differing in
composition and physiognomy. (6) Charles Kuhn,
Catalogue of German Paintings in American Collections,
Cambridge, 1936, p. 64, Cat. No. 267. According to Otto
Benesch (‘Beitriige zur oberschwibischen Bildnismalerei’,
Jahrbuch der kéniglich preussischen Kunstsammlungen, Lvi,
1933, Pp- 239-54, csp. p. 244) Gustav Gliick discovered a
fully signed replica of the von Kaufmann portrait of Anton
Fugger (smaller in size than the latter) in America. This
must have been x 1886. (7) k1886 may be the painting listed
as a replica of the von Kaufmann painting in a Vienna
private collection by Max. J. Friedlinder, Die Sammlung
Richard von Kaufmann, Berlin, 1017, p. ix, Cat. No. s6.

THE KRESS MONOGRAMMIST
(FM or FH?)

Unknown but for this Adoration of the Magi, the artist was
probably active in Southwestern Germany. Part of the
Monogrammist’s training may perhaps have taken place
in Nuremberg, since Diirer provided a major source for
his art; however, the painter could have learned of Diirer’s
achievements largely through prints and those of the
Kleinmeister. The Kress panel also shows the influence of
Netherlandish art such as that of Joos van Cleve and Lucas
van Leyden.

[Heinrich Aldegrever]
K2124 : Figure 31

THE ADORATION OF THE MaGI Allentown, Pennsyl-
vania, Allentown Art Museum (61.55.6), since 1960. Oil
on oak; very thinly applied. 21§ X27% in. (542 X69-5 cm.).
On the masonry block nearest the steps the initials Fm(?)
or FH are barely discernible beneath grey overpainting.
Some restoration along horizontal split running across
panel parallel with top of bowing Magus at center; much
underdrawing visible throughout. Seven modern studs on
back along original join; some of the faces at sides have
been restored.

Allentown, 1960, p. 106 as Heinrich Aldegrever.

The crowded, brilliantly-colored composition shows the
adoring Magi (Matthew 2:1-12), accompanicd by a vast
retinue.! The Virgin, secn frontally, is scated before a large
ruined building adorned with classical pilasters and swags,
suggesting a triumphal arch. A broken column is at the
left. A shed built onto the major structurc was the scenc
of the Nativity. Melchior kneels before Jesus holding open
a box of coins into which the Christ Child delves. Caspar,
a richly dressed figure, bows to the left of the Virgin,
holding a vessel for incense. The blond young man wearing
a red cap standing between them, looking directly at the
beholder, may perhaps be a self-portrait of the artist.
Balthasar stands on the steps to the right, holding a covered
container for myrrh. Joseph, straw hat in hand, wearing
ragged attire and pattens, stands to the right of Mary. A



Mathis Griinewald: Detail from The Small Crucifixion (K 1938). Washington, D.C. (p. 19)



Artributed to Hans Holbein the Younger: Young Man in an Orange Hat (k 1892). Washington, D.C. (p. 32)
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large, turbaned figure, seen from the back, stands in the
extreme right forcground. A wreathed black in the left
foreground holds a lion on a leash. The armed retinue of
the Magi with their falconers and hunting dogs are shown
at the left and behind the Virgin and Child. The decayed
classical setting in which k2124 takes place symbolizes the
decline of the Old Law; the column to the left of Mary
may represent the one which is listed in Apocryphal sources
as at her side at the time of the birth of Christ. The Atlas-
supported sundial under the archway is another emblem of
the time before Christ.

K2124 is based upon works by Diirer from the first decade
of the sixteenth century, especially on the woodcut Life of
the Virgin (completed before 1506).2 It reflects the style of
the central panel of the Heller Altar (known only from
copics) and that of the Adoration of the Magi of 1504
(Florence, Uffizi). The fricze-like horizontal scheme recalls
that of a Diirer drawing of the same subject of 1524
(Vienna, Albertina) and other later works by the master.
The black Magus, the Christ Child with the money box,
and the figure of the falconer are from Diirer’s woodcut
Adoration of the Magi of 1511 (8.3). The placement of the
artist’s monogram is frecly adapted from Diirer’s in the
Nativity from the woodcut Life of the Virgin (8.85). The
knecling Magus from the Adoration of the Magi of the same
scrics (B.87) provided the modecl for the knecling Magus,
the architectural components, and the source for the horse
at the left. The scated dog is taken from Diirer’s engraving
of St. Eustace (B.57). The Kress panel was first attributed
to Aldegrever by Wescher, followed by Valentiner and
Stange, who viewed k2124 as probably by Aldegrever.®
Shapley (Allentown, p. 106) noted that the painting relates
to an Adoration of the Magi drawing attributed to Aldegrever
formerly in the Wilézek collection (Seebarn).2

Paintings by Aldegrever (c. 1502-1555/61) arc a matter of
controversy; his prints are the only certain aspect of his
work.? The monogram discovered on k2124 precludes his
authorship of the panel; but it may be contemporary with
the works of that master, characterized by a continued
reference to and utilization of Diirer’s ocuvre. Some of the
details of the Kress painting point to derivation from Lucas
van Leyden, so that it could well prove to be the work of
an eclectic master drawing upon Netherlandish as well as
German sources. The use of oak also points away from
Nuremberg toward the West. The panel may date from
the early years of the second half of the sixteenth century,
when a dcliberate revival of the art of Diirer and Lucas
van Leyden took place. As the specifically identifiable
sources of K2124 date ¢. 1510, the panel must be later in
execution.

Provenance: Possibly Arthur Erlanger, New York. Emil
Spacth, New York. Kress acquisition 1955.

References: (1) For the Adoration of the Magi see Réau, 11,
2, pp. 236-55; Hugo Kehrer, Die heiligen drei Kénige in
Literatur und Kunst, Leipzig, 1908-9, 1-11. The box of coins
grasped by Jesus may prefigure his submission to the

4

arrest. See G. F. Hill, “The thirty pieces of silver’, Archaeo-
logia, x1x, 1905, pp. 235-54. (2) Shapley (Allentown, p. 106)
stated that the artist took ‘suggestions. .. from Diirer,
choosing from among both paintings and engravings by
that master’. (3) All statements in Kress Archive. (4) See
Julius Held, ‘Heinrich Aldegrever’, Old Master Drawings,
V1, 1032, p. 70, pl. 67. (5) For a recent study, see Rolf Fritz,
Heinrich  Aldegrever als Maler, Dortmund, 1959. For
Adorations of the Magi formerly attributed to Aldegrever,
see idem, Cat. Nos. 36, 40.

MASTER OF THE
ST. MAREIN ALTAR

This artist was identified by K. von Garzarolli-Thurnlackh
as the painter of an altarpiece dated 1524 in the church of
St. Marein (near Knittelfeld in the province of Styria,
Austria).! He was probably trained in Southern Germany
and first acquainted with the Danubian style on an Austrian
journey. It should be noted that the St. Marein Altar is
poorly preserved; only in the physiognomies of the smaller
figures can close correspondence with the Kress panels be
detected.

K2034 : Figure 38

ARCHANGEL GABRIEL. Allentown, Pennsylvania, Allen-
town Art Museum (61.51.6), since 1960. Oil on panel,
transferred to masonite? by Subr about 1953. 531X
174in. (135-8X44-4 cm.). Inscribed on banner: AVE
MARIA PLENNA DOMINUS TECUM. (Hail, thou that art
highly [favoured], the Lord is with thee. Luke 1:28).
Figure and decorative details lightly incised. Background
heavily worked in gold leaf; gold leaf abraded. Sce k2035
below for description.

Suida-Shapley, p. 24, Cat. No. 4. Allentown, 1960, p. 98.

K2035 : Figure 37

ANNUNCIATE VIRGIN. Allentown, Pennsylvania, Allen-
town Art Musecum (61.52.6), since 1960. Oil on panel,
transferred to masonite by Suhr ¢ 1953. $3% X174 in.
(135°8 X44-4 cm.). Figure and decorative details lightly
incised. Virgin’s halo tooled on gold ground, on built-up
gesso. Background heavily worked in gold leaf; con-
siderable restoration, especially in Virgin's robe; gold leaf
abraded.

Suida-Shapley, p. 24, Cat. No. 3. Allentown, 1960, p. 98.

The panels were the outer wings of a triptych. The inner
sides of the Kress panels (now New York, William Suhr
collection) show a standing St. Dorothy (Text Fig. 104) on
the verso of the Annunciate Virgin (x2035) and St. Agnes
(Text Fig. 10B) on the verso of Gabriel (K2034).

The Annunciation (Luke 1:26-38) is shown against a
vertical arcade enclosing a window area on gold ground,
in the extremely slender format popular in Northern
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Europe in the late fifteenth and carly sixteenth centuries.
The Archangel Gabriel stands at the right, holding a baton
with an inscribed spiralling banner. The Annunciation
from the right, unusual in the rest of Europe, is often seen
in German art. The angel wears ecclesiastical garb, in-
cluding the crosscd stola. The long-haired Virgin kneels
at a prie-dieu, her arms crossed over her breast. She is
enveloped in a cloak fastened below the neckline. The
Holy Ghost flies above her head, surrounded by incised
gold rays like those of the Virgin's halo. An Alpine land-
scape is seen in the background.

In all likelihood, the lost central pancl which the Kress
wings covered when the triptych was closed showed a
standing Virgin (crowned as Quecen of Heaven) and Child
(turned to the left) to whom Dorothy, at the left, extended
a rose. The omission of the Christ Child, often shown at
Dorothy’s side, also argues for his inclusion in the adjacent
central panel. The decorative motifs at the top and bottom
of the standing female saints in the wings would have
extended across the central panel. The original frame for
K2034/5 probably continued the decorative motifs shown
in the arches.

Provenance: According to Suida-Shapley (loc. cit.) from the
Monastery of Vorau (Styria, Austria)® New York,
Rosenberg and Stiebel. Kress acquisition 1954.

References: (1) Karl von Garzarolli-Thurnlackh, ‘Der Maler
des Fliigelaltares von 1524 in der Pfarrkirche in St. Marein
ob Knittelfeld und die Verkiindigungfliigel in der Samuel
H. Kress Collection in New York’, Studies in the History of
Art Dedicated to William E. Suida on His Eightieth Birthday,
London, 1959, pp. 171-9. For other works of this master,
see p. 177. (2) Garzarolli-Thurnlackh (ibid., p. 171) sug-
gested that the technique of k2034 and k2035 is a mixed
one: cascin, tempera mixed with a little oil. (3) Presumably
Augustinian, as that is the only onc recorded by E. Hempel
and E. Andorfer, Die Kunstdenkmdler Osterreichs — Steier-
mark, Munich-Vienna, 1951, pp. 300-3.

BARTHEL BEHAM

Barthel Beham was born ¢. 1502 in Nuremberg; he died
1540 in Bologna.! Beham was trained by his elder brother
Hans Sebald, who was probably an apprentice of Albrecht
Diirer. His first recorded activity is a scrics of prints made
as an eightcen-year-old in Nuremberg. Among the
Kleinmeister Beham was unusually familiar with antique
sources, and painted an exceptional number of nudes and
complex classicizing, allegorical subjects. Expelled from
Nuremberg in 1524, Beham went to Munich where he
was active in the studio of Wolfgang Mielich. Shortly
thereafter he became court painter to Duke Wilhelm IV
of Bavaria. In the late 1520s the authoritative portraits for
which Beham is best known were first painted.?2 He was
sent by the Duke to Italy in 1540, where he died at the
age of thirty-eight.

[Martin Schafiner]
k2172 : Figure 36

PORTRAIT OF A WoMAN [A Schad von Mittelbiberach).
Denver, Colorado, Denver Art Museum (E-952), since
1958. Oil on panel (pear?). 37§ X28% in. (96:3 X73-3 cm.).
Inscribed at the upper left: 1529. Cradled, cleaned, and
restored by Modestini 1957/58; generally well-preserved.

A richly dressed middle-aged woman is shown in three-
quarter length against a boarded background.4 She wears
a white headdress with a gold brocade band and a double
veil of fine linen drawn over a stiffly blocked straw founda-
tion with a long streamer running down the right side of
her body. The sitter is portrayed in a loose open coat of
watered silk with a wide fur collar; her gown has damask
sleeves trimmed with velvet bands; she also wears a linen
chemise with a buttoned neckband. Among the four rings
she wears, the one on her left index finger symbolizes
mourning. Her attire is characteristic of Southern Germany
in the third decade of the sixteenth century.

K2172 was first recorded by Griineisen and Mauch as a
work by Schaffner.® The Kress painting was also published
as a work by Schaffner in the monograph of 1899 on that
master.® This attribution was questioned by Friedlinder
in 1901.7 Falk, in a letter to the Denver Art Museum in
1961, first assigned the portrait to Barthel Beham, followed
by Locher, who placed k2172 close to the Woman with a
Parrot (Vienna, Kunsthistorisches Museum) and the Portrait
of a Lady (Nuremberg, Germanisches Nationalmuseum),
all exccuted after the artist’s phase of Netherlandish
influence was over.®

As Friedlinder noted, the attribution of k2172 to Schaffner
was never convincing. The latter is a very weak, inept
painter, incapable of rendering the almost glacially im-
pressive Kress portrait. The panel is completely in accord
with Beham’s talents as a major master of the sixteenth-
century monumental portrait.

Provenance: The following listed k2172 as by Schaffner:
House of Schad von Mittelbiberach(?), before 1840.2 Count
von Leutrum Ertingen, Stuttgart, by 1840.2¢ Professor H.
Freiherr von Haberman, Munich, by 1899, exhibited -
Munich, Verein bildender Kiinstler Miinchens, Sezession,
Ausstellung von Meisterwerken der Renaissance aus Privatbesitz,
1901, p. 19, Cat. No. 138, as a member of the Schad von
Mittelbiberach family. Rodolphe Kann, Paris, by 1907,
until as late as 1918.12 New York, Jacques Seligmann and
Co., Kress acquisition 1957, exhibited — Washington,
D.C., National Gallery of Art, Art Treasures for America from
the Samuel H. Kress Collection, 10 Dec. 1961~4 Feb. 1962,
Cat. No. 83.

References: (1) G. Tolzien, Kindlers, 1, pp. 273—4. (2) August
Licbmann Mayer, ‘Barthel Beham als Bildnismaler’,
Pantheon, x1, 1933, pp. 1-4. Sec also L. Fudickar, Die
Bildniskunst der Niirnberger Barthel Beham und Peter Girtner,
Munich, 1942; Kurt Locher, ‘Studien zur oberdeutschen
Bildnismalerei des 16. Jahrthunderts’, Jahrbuch der Staatl.
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Kunstsammlungen in Baden-Wiirttemberg, v, 1967, pp. 3184,
section on Beham, pp. 49-58. (3) When Max J. Friedlinder
(teview of the ‘Ausstellung von Meisterwerken der
Renaissance aus Privatbesitz’, Repertorium fiir Kunstwissen-
schaft, xx1v, 1901, p. 325) saw the panel he noted that it
was ‘durch einen triiben Firniss unscheinbar gemacht’.
Kurt Lécher pointed out that the reproduction of k2172
in the Kann catalogue (scc note 11, below) shows soft
modeling which is no longer present in the painting
(op. cit., pp. 58 and 82, n. 112). (4) Similar dress is shown
in the Portrait of a Woman attributed to Amberger dated
1531 (Madrid, Prado) with a comparable wooden back-
ground. (5) C. Griincisen and E. Mauch, Uln’s Kunstleben
im Mittelalter, Ulm, 1840, pp. 54-55. (6) Sicgfried Graf
Piickler Limpurg, Martin Schaffuer, Studien zur deutschen
Kunstgeschichte, part 20, Strasbourg, 1899, pp. 69 ff. It is
listed as Schaffner by Salomon Reinach, Répertoire de
Peintures . . ., Paris, 1918, 1v, p. 646 (as Kann Collection,
Paris). (7) Review of Munich exhibition (sce Provenance)
in Repertorium fiir Kunstwissenschaft, xx1v, 1901, p. 325.
K. Feuchtmayr, ‘Martin Schaffner’, Thieme-Becker, xxrx,
p- 564, questioned the inclusion of k2172 in Schaffner’s
oeuvre. Susanne Lustenberger (Exhibition Catalogue,
Martin Schaffuer, Maler zu Ulm, Ulm, 1959, Cat. No. 15)
included k2172 among the works erroneously ascribed to
Schaffner, attributing it to the Danubian School. A letter
of 26 Oct. 1953, from Max ]. Friedlinder to Germain
Scligmann described k2172 as generally acknowledged to
be an important work by Martin Schaffner. (8) Locher,
op. cit., p. 58. (9) Griincisen and Mauch, loc. cit., stated
that k2172 belonged to the patrician house of Schad and
had passed through inheritance from there to the Count
von Leutrum Ertingen in Stuttgart. (10) Ibid. (x1) Wilhelm
von Bode, Catalogue de la Collection Rodolphe Kann, 11,
Paris, 1907, p. 19, Cat. No. 114. See Note 3 above.

ANTON WOENSAM VON WORMS

The birthdate of Anton Woensam von Wormsisunknown,
but was before 1500, probably at Worms; he died in 1541.
His father is first recorded in Cologne in 1510, Where he
was prominent in the painters’ guild after 1514. Anton was
probably trained in Cologne where he became a prolific
graphic artist. The major local book illustrator, he designed
at least $49 woodcuts. Thirty-nine paintings are given to
him in the Kisky catalogue.® His carly works, begun
shortly before 1520, show extensive utilization of German,
Swiss, and Netherlandish print sources. From 1526 on the
artist received many important commissions in Cologne
and elsewhere.

References: (1) Eduard Firmenich-Richartz, Kéluische
Kiinstler in alter und neuer Zeit. J. J. Merlos neu bearbeitete
und enweiterte Nachrichten . . .; Publikationen der Gesellschaft
fiir Rheinische Geschichtskunde 9, Dusscldorf, 1895; Hans
Kisky, Thieme-Becker, xxxv1, pp. 165-8. (2) Hans Kisky,
‘Anton Woensam von Worms als Maler’, unpubl. diss.,
Cologne, n.d.

K 1046 : Figure 39

THE AGONY IN THE GARDEN. Lawrence, Kansas,
University of Kansas Muscum of Art (60.51), Kress Study
Collection, since 1960. Oil on linden. 31}x33%in.
(79-1X85-1 cm.). Upper left and right corners painted
over to resemble spandrels; probably added to obscure
losses in one or both corners. Slightly cut down on right
side and now in a frame with a curved top. Cradled at
unknown date; cleaned and restored in 1960 by Modestini;
some in-painting.

W. E. Suida and Robert L. Manning, ‘The Agony in the
Garden by Anton Woensam’, Register of the Museum of Art,
University of Kansas, 1, No. 4, Mar. 1960, pp. 28~9.

After the Last Supper, knowing of Judas’s betrayal, Christ
went with three disciples to the garden or grove of
Gethsemane (indicated here by the fenced-in, arboreal
setting), asking them to pray for him while he went up to
the Mount of Olives to pray - he is shown as the kneeling
figure in right profile (Matthew 26: 30-46; Mark 14:32—42).
Christ returned from the Mount thrice, finding the Apostles
drowsing cach time: Peter is probably the man resting his
head on his hand, who sleeps to the upper left. The young
long-haired sleeper is Saint John the Evangelist, the one
nearest the foreground is presumably Saint James. The
Kress panel shows Christ before his last return to the
Apostles, when an angel came with a chalice to strengthen
him (Luke 22:43). The angel is at the upper right, pointing
to Christ, indicating the Eucharist. When Christ returned
to the Apostles for the last time, he said, ‘Sleep on now,
and take your rest; behold the hour is at hand, and the
Son of man is betrayed into the hands of sinners’ (Matthew
26:45). The High Priest’s men, coming to arrest Christ, are
shown at the upper right, in the distance.

Two additional panels for the same altarpiece as k1946
representing subsequent scenes from the Passion Cycle
the Arrest and Flagellation, are at Chambéry (Musée Benoit-
Molin) on deposit from the Musées Nationaux.!

According to Suida and Manning, the composition of
K1046 is very freely adapted from Diirer’s 1515 print of
the same subject (B.19) as well as from South German
sources® Suida and Manning (loc. cit.) dated the Kress
painting in Woensam’s middle period, shortly before 1530
when Netherlandish art was of diminishing importance to
his style. Despite their primary emphasis on German
sources for K1946, Suida and Manning also pointed to
aspects of Gerard David’s art as utilized by Woensam.
The Agony in the Garden reflects North Netherlandish
compositional sources, possibly going back to the art of
Albert van Ouwater.

Provenance: Arensberg? (sec below). Nicholas Roerich,
purchased by him in Germany at unknown date® (sale,
New York, American Art Association, Anderson Galleries,
Roerich Museum Sale, 27-28 Mar. 1930, Cat. No. $4, as
‘German School, late Fifteenth Century, ex coll. Arens-
berg’). New York, Schacffer Galleries. Kress acquisition

1953.
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References: (I) See note in Revue du Louvre et des Musces de
France, xive année, 1964, pp. 173—4. Another Agony in the
Garden by Woensam was sold in Amsterdam (R. Peltzer
Sale, Muller’s, 26-27 May 1914). This small panel (12§ X
13 in.) was from a series of the Passion; three are in the
Bonn Museum and are dated 1524. Although the com-
position of K1946 differs, the landscapes are similar in both.
(2) Woensam is known to have drawn extensively upon the
Diirer small engraved Passion cycle (8.3-18) in his own
series (Merlo Nos. 308-23). Eduard Firmenich-Richartz,
Kélnische Kiinstler in alter und neuer Zeit. J. J. Merlos neu
bearbeitete und erweiterte Nachrichten . . .; Publikationen der
Gesellschaft fiir Rheinische Geschichtskunde 9, Dusscldorf,
1895. (3) Information from Nicholas Rocrich Muscum,
New York.

ANTON WOENSAM VON WORMS
k2128 : Figure 40

THE SuiTors OF Mary. Allentown, Pennsylvania,
Allentown Art Museum, since 1960. QOil on oak. 26X
188 in. (66-0X47-3 cm.). Inscribed on the lower section
of the tabernacle: ABRAHAM ISACK IACAB! DVO s¥
[~T] TABOLL (‘There are two tablets’.)? The reference
to the tablets as well as the letters M and s on cither side
of the central image of Moses refer to him. The artist’s
initials T w (Thonis Woensam) appear to the left and right
of the head of Moses, and again on a flagstone at the lower
left. His name is also painted on the priest’s prayer shawl:
TVONNI[s] woNs[aMm]. Restored by Modestini in 1960.
Well preserved.

Allentown, 1960, p. 104.

According to the Apocrypha an angel appeared to the
High Priest (when Mary, aged twelve, was in the temple)
instructing him to distribute rods to all the widowers in
Judea. Whichever man reccived a sign from the Lord was
to be the Virgin’s bridegroom. Joseph, the last to be given
a rod, had a dove appear upon it. The bird then settled on
Joseph’s head whereupon the priest selected him.? Other
legends have the dry rod flowering as shown in x2128
where the branch has tumned into a lily (symbol of
virginity). The figures of combatants at the upper left and
right probably symbolize Discord before the time of
Christ, based on Netherlandish prototypes such as the
Petrus Christus Nativity (Washington, D.C., National
Gallery of Art). The Italianate, sarcophagus-like altar,
together with the Romancsque architectural sctting,
symbolize the Old Dispensation, as do Moses tablets.® The
triptych hanging on the temple wall at the upper right has
prophets in its wings; Moses before the Burning Bush is
the central subject, all prophesying the Incarnation, which
is further indicated by the Holy Ghost and Joseph’s branch
of lilies immediately below.

Shapley (Allentown, loc. cit.) found reminders of Danubian
painting and North Italian decorative motifs in x2128.
According to Schrader, the panel is an early work by

Woensam close in style but painted prior to the St. Gereon
Altar (Munich, Pinakothck) of 1520, also noting the
influence of Netherlandish mannerist painters of the period,
such as Jacob Cornelisz. van Amsterdam.5

k2128 was probably part of a scries of scenes relating to
the Life of the Virgin and could have been placed next to a
depiction of the Betrothal. The subject usually occupies a
subsidiary role, relegated to the background of the Marriage
of the Virgin - as shown in van Meckenem’s engraving of
the latter. In the print (8.33) the suitors march around the
altar holding their branches; only Joseph’s, as in k2128, has
come to life, all the others remaining bare. Both print and
painting show Joseph at the right; both have the artist’s
name inscribed upon the altar, which features the tablets of
the Law.® Many of the emblematic components of The
Miracle of the Rod are found similarly disposed in the works
of Joos van Cleve who was active in Cologne in 1515 and
may have provided the prototype for x2128.

Provenance: Sir Charles Douglas, 1882. Lady Margaret
Douglas. Lady Sccly, Kings Manor, Yarmouth (Isle of
Wight).? New York, Mortimer Brandt Gallery, exhibited
- New York, Koctser Gallery, From Van Cleve to Tiepolo,
1941, Cat. No. 21, where it is noted that xK2128 was
recognized as a Woensam by Ernst Buchner. New York,
Norton Galleries. Kress acquisition 1953.

References: (1) The association of Abraham, Isaac, and
Jacob may refer to the Tree of Jessc ~ the lineage of Christ ~
as given in Matthew 1:2, beginning ‘Abraham was the
father of Isaac and Isaac the father of Jacob . . .". The letters
surrounding Moscs may possibly be an abbreviation for
Matthew, as it is his gospel which begins with the ancestry
of Christ. Sce also Matthew 22:32. (2) Dr. Hugo Buchthal
has assisted in interpreting the inscription. (3) For accounts
of the ‘Suitors of Mary’, sce The Apocryphal New Testament,
transl. by M. R. James, Oxford, 1924, ‘The Gospel of
Pscudo-Matthew’, p. 73; Jacques de Voragine, La Légende
Dorée (transl. by Teodor de Wyzewa, Paris, 1925, pp.
496-7, text 4, ‘The Birth of the Blessed Virgin’, cxxix).
(4) Panofsky, 1, pp. 136~7. Similar symbolism is found in a
depiction of the same subject by Robert Campin (Madrid,
Prado). (5) John L. Schrader, ‘The Agony in the Garden
by Anton Woensam’, The Register of the Museum of Art,
The University of Kansas, 11, 1963, pp. 8-16. (6) Max Lehrs,
Geschiclite und Kritischer Katalog, 1%, Israhel van Meckenem,
Cat. No. 53, pl. 267, fig. 644. (7) The Douglas and Seely
ex colls. are according to the Norton Galleries.

JAKOB SEISENEGGER

Jakob Scisencgger was born 1504/s, probably in Lower
Austria; he died in Linz in 1567. In 1531 he was appointed
court painter to the Emperor Ferdinand I at Augsburg, and
in the next year went to Innsbruck and Bologna where he
cxecuted a full-length portrait of the Emperor Charles V
(Vienna, Kunsthistorisches Muscum). Between 1535 and
1545 he travelled throughout Europe, primarily as a painter
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of court portraits, although producing some religious
pictures. Seisenegger was a master of official likenesses
which, toward the middle of the sixteenth century, had an
extraordinarily uniform character, whether executed in
Prague, Spain, or the Netherlands. Active in all these
regions, Seisenegger, like his contemporaries Stephan van
Calcar and Anthonis Mor, produced a portrait style that
was at once complimentary and realistic, without strikingly
individual artistic characteristics.!

K1795 : Figure 34

PORTRAIT OF A MILITARY GENTLEMAN. San Francisco,
California, M. H. De Young Memorial Museum (61-44~
33), since 1955. 46 X34% in. (116-8 X88:3 cm.). Oil on very
finely woven canvas. Facial arca somewhat abraded;
cleaned and restored at unknown date. Varnished by
Modestini in 1955.

San Fraucisco, 1955, p. 80.

A bearded, fair-haired young man is shown in a three-
quarter, knce-length view. He grasps the basket hilt of his
sword —a Haudegen ~ with the right hand, and gloves with
the left. Richly garbed, he also wears two long gold chains
about his ncck, probably representing awards for dis-
tinguished service. The sitter’s attire was first fashionable
in Northern Italy ¢. 1530 and widespread in the succeeding
decade. It was especially popular in Saxony and probably
dates the portrait between 1538 and 1541. On the basis of
the sword, Helmut Nickel dated the portrait c. 1540, noting
that its form indicates that the owner held a military
position such as captain of a city’s militia.?

Wescher suggested that the young man may be a member
of the Fugger family on the basis of the sitter’s resemblance
to the Scisenegger full-length Georg Fugger the Younger3
Locher did not believe k1795 to be a Fugger, as Johann
Jakob, the eldest son of Arimund Fugger (the only member
of that family to correspond in approximate age to that of
the model for the Kress portrait) did not resemble him.#
k1795, when in the possession of Contini-Bonacossi, was
attributed to Stephan von Calcar by Roberto Longhi.®
Suida ascribed the Kress painting to Hans Mielich.® It was
first given to Jakob Seiscnegger by Walter Heil,” and so
accepted by Wescher.8 The Seisenegger attribution s also
supported by Locher, who included x 1795 in his catalogue,
dating it in the Augsburg years, ¢. 1540-41, closely related
in style to the full-length Portrait of Georg Fugger (collection
of Dr. Clemens Graf Fugger, Schloss Oberkirchberg, near
Ulm).?

Provenance: Florence, A. Contini-Bonacossi. Kress acquisi-
tion 1950, exhibited - Indianapolis, Ind., John Herron Art
Museum, Holbein and His Contemporaries, 1950, Cat. No.
55, as Hans Mielich.

References: (1) Sec Kurt Locher, Jakob Seisenegger, Linz,
1962, for a complete biography of the artist. (2) Helmut
Nickel, Curator of Arms and Armor, The Metropolitan

Museum of Art, letter of ofvm/68. (3) Paul Wescher,
‘Neuerwerbungen des de Young Museums in San Fran-
cisco’, Kunstchronik, x, 1957, p. 311. (4) Locher, op. cit.,
p. 45. (5) Certificate in the Kress Archive dated 1950.
(6) William E. Suida, Holbein and his Contemporaries,
Indianapolis, Ind., John Herron Art Museum, 1950, Cat.
No. 55. (7) Noted in San Francisco, 1955, p. 80. (8) Wescher,
op. cit., p. 311. (9) Locher, op. cit., p. 93, Cat. No. 64.

LUCAS CRANACH THE YOUNGER

Lucas Cranach the Younger was born in Wittenberg in
1515; he died in Weimar in 1586. The second son of Lucas
Cranach, he was active in the large Wittenberg workshop
first established on a major scale by his father at just the
time of his apprenticeship therc in the 1530s. Lucas Cranach
the Younger continued the production of paintings in his
father’s popular style after the latter’s death in 1553. Like
his father, Cranach the Younger also designed woodcuts,
and became Burgermeister of Wittenberg.

k2179 : Figure 35

MARTIN LUTHER AND Puiripp MELANCHTHON.
Raleigh, North Carolina, North Carolina Museum of Art
(6r.60.17.65), since 1961. Oil on pear. 233 x34%in.
(59-4 %88-3 cm.). Inscribed at upper left: 1558. Below:
serpent with folded wings (artist’s device). Original date
had been obscured to read 1550 (within the lifetime of
Cranach the Elder). Considerable additions to hair of
Melanchthon made at unknown date to modify his
cmaciated appearance near the end of his life. Decp scratch
across left side of Luther’s head. Cradled, cleaned and
restored by Modestini, 1959/60.

Raleigh, 1960, p. 132.

Melanchthon (1497-1560) is shown at the right in a
deferential pose, in characteristic déshabillé, holding a
closed book with both hands.2 He turns to the left toward
the posthumous image of Luther (1483-1546) who is far
larger in bulk, in three-quarter view, facing right, holding
an open book (the Luther Bible?) with both hands. Both
men are shown in half-length, hatless, in academic garb,
against a pale grey-blue background in a composition of
extreme horizontal format. Melanchthon’s tunic (beneath
his gown) is in a style fashionable carlier in the century. The
sobriety of their attire is relieved by the band of red (Luther)
and a red tunic (Melanchthon). Luther was a close friend
of the painter’s father, who (with his studio) portrayed the
Reformer at least forty times. Melanchthon, the theologian,
humanist and scientist, is shown frail and ailing, two years
before his death.

A certificate by Friedlinder described k2179 as an authentic,
signed work of Cranach, without specifying which one.?

The painting is generally based upon portraits of these men
by Lucas Cranach the Elder, such as the pair dated 1532
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(Dresden, Gemildegaleric);# it has the coarser, more
cxpressionistic quality characteristic of Lucas Cranach the
Younger. The immediate models for k2179 are the single
portraits of Luther and Melanchthon by Lucas Cranach
the Younger, signed and dated 1557 (Hamburg, Galerie
H. Rudolph).’ The Reformers were often shown together
in altarpieces by Cranach the Younger, but the Kress pancl
is the artist’s only known painting devoted exclusively to
their portraits.

Provenance: J. Rosenbaum, Berlin.® Hackenbroch, Frank-
furt-am-Main. Ludwig Rosenthal (sale London, Sotheby’s,
29 Apr. 1937, Cat. No. 108, as dated 1558, by Lucas
Cranach the Younger). New York, David M. Koctser.
Kress acquisition 1957, exhibited - New York, Duveen
Brothers, Cranach Loan Exhibition, 1960, Cat. No. 6, listed
as Lucas Cranach the Elder.

References: (1) Sce Max J. Fricdlinder, Thiene-Becker, vin,
p- 58; and also Heinrich Zimmermann, ‘Uber cinige
Bildniszeichnungen Lucas Cranachs d. J.’, Pantheon, xx,
1962, pp. 8-12; T. L. Girshausen, ‘Cranach, Lucas, d. J.’,
Neue deutsche Biographie, m, Berlin, 1957, 1, pp. 398 ff.
(2) For portraits of Meclanchthon, see Zimmermann,
*‘Meclanchthon im Bildnis’, Philipp Melanchthon 1497-1560
Gedenkschrift, edited by G. Urban, Bretten, 1960, pp. 127-
30; O. Thulin, ‘Melanchthons Bildnis und Werk in
zeitgendssischer Kunst’, Philipp Melanchthon - Forschungs-
beitrige zur 400 Wiederkehr seines Todestages, Gottingen,
1961, pp. 180 ff. (3) 16/vin/s4, Kress Archive. (4) Max ]J.
Friedlinder and Jakob Rosenberg, Die Gemilde von Lucas
Cranach, Berlin, 1932, Cat. No. 252. (5) Illustrated in
Weltkunst, xxu, 1952, p. I1, no. 2I. An carlier portrait of
Luther by Cranach the Younger, close to k2179 is dated
1539 (Fricdlinder-Rosenberg, op. cit., Cat. No. 340). Lucas
Cranach the Younger’s woodcut portrait of Melanchthon
of 1560 (B.90) follows that of k2179 in reverse. (6) k2179
is probably identical with the same subject signed and
dated 1558, recorded by Thulin (op. cit., p. 190) as formerly
owned by the antiquary J. Rosenbaum in Berlin.

HANS MIELICH

Hans Mielich, who was born in Munich in 1516, died there
in 1573. He was probably the son of the city painter,
Wolfgang Miclich, within whose studio he may have been
trained. Toward 1536 Hans Miclich moved to Regensberg,
where his work showed the influence of that centre’s most
prominent artist, Albrecht Altdorfer. He returned to
Munich ¢. 1540, where he probably was commissioned by
Duke Wilhelm IV of Bavaria to travel to Italy. Mielich
became a muaster in the Munich guild in 1543 and its
deacon in 1558. He was a painter to the court of Duke
Albrecht V of Bavaria. Although an inventive manuscript
illuminator, and sometimes a sensitive portraitist, Miclich’s
works on a large scale often have a rather flat, static
character.!

kx-2 : Figure 33

A ProTeEsTANT DocTtOR OF LAWS. Mrs. Rush H. Kress
Collection, New York. Oil on pancl. 42 X32 in. (106-7 X
81-3 cm.). Cradled and restored by Pichetto, 1929/30;
varnished by Modestini in 1962.

A bearded, moustached, middle-aged man in rich brocade
and fur-trimmed legal attire is seated upon a metal throne
with a textile back, his crossed arms resting upon a table
covered with a cloth of Anatolian design. He holds white
gloves in his left, ringed hand, and is seen against a drapery
with a now blank cartellino pinned at the upper right. The
sitter, his body turned slightly to the left, looks straight out
at the beholder. xx-2 has been associated with the name
Count Ladislaus von Hag? but there is no documentary
evidence to support this identification, and no indication
of the sitter’s being a count in the painting itsclf. In
academic garb, the sitter wears the robe associated with
doctors of law or medicine in the later sixteenth century.
His cap is dcfinitely Protestant, possibly from the Univer-
sity of Jena®

Kuhn dated xx—2 ¢. 1550. He pointed out that the Ladislaus
von Hag identification is incorrect, and noted that the
painting was at onc time in the Talleyrand collection.4
According to Contini-Bonacossi, kx-2 has been attributed
to Mielich by F. F. Mason Perkins, Adolfo Venturi,
William Suida, G. Fiocco, and Raimond van Marle.8
Friedlinder’s cautious view was that Mielich’s is the ‘best
name for this German portrait, painted around 1560’.6 The
portrait is accepted as Mielich’s by Strieder.”

Kx-2 scems a relatively late work by Miclich, possibly
dating well into the 1560s. The attribution may not prove
certain, as the somewhat flat, provincial character of
Mielich’s art is also scen in other artists working in Germany
at the same time. The cartellino was probably originally
inscribed. In view of the Protestant faith of the sitter,
KX~2 was probably exccuted in a Lutheran center.

Provenance: Talleyrand (?),8 Holford Collection, London.?
Rome, A. Contini-Bonacossi. Kress acquisition 1929,
exhibited —~ Cambridge, Massachusetts, Catalogue of the
Germanic Museum, Exhibition of German Paintings, Fifteenth
and Sixteenth Centuries, Harvard University, 1936, p. 11,
Cat. No. 21, listed as Portrait of a Nobleman by Hans
Mielich, about 1550.

References: (1) Bernhard Hermann Rottger, Der Maler Hans
Mielich, Munich, 1925. For a rccent study of Mielich’s
portrait style, sce pp. 66-76 in Kurt Locher, ‘Studien zur
oberdeutschen Bildnismalerei des 16. Jahrhunderts’, Jahr-
buch der staatlichen Kunstsammlungen in Baden-Wiirttemberg,
1v, 1967, pp. 31-85. (2) A portrait by Mielich, dated 1557,
in the Liechtenstein (Eisgrub) collection has also been
identified as Ladislaus von Hag (reproduced by Edmund
W. Braun, ‘Ein unbckanntes Portrit von Hans Miclich’,
Zeitschrift fiir bildende Kunst, 11X, 1925-26, pp. 78-80, esp.
p- 79). It bears a very slight resemblance to xx-2.
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(3) Information communicated by Dr. W. Norman Har-
greaves-Mawdsley, Dec. 1068. (4) Charles L. Kuhn, 4
Catalogue of German Paintings of the Middle Ages and
Renaissance in American Collections, Cambridge, Mass.,
1936, p. 71, Cat. No. 307. (5) In Kress Archive. (6) Max J.
Friedlinder certificate in Kress Archive. (7) Peter Stricder,
Kindlers, v, p. 524. (8) Kuhn, op. cit. (9) The Holford
Collection, Dorchester House, London, 1927, 11, p. 14, Cat.
No. 3, listed as Portrait of an Unknows Man, German,
1550-1600.

GERMAN SCHOOL, Second Half of
XVI Century

K1867 : Figure 41

Tue CruciFixioN. Washington, D.C., National Gallery
of Art (1163), sincc 1953. Oil on poplar (panel thickness
reduced in 1953 to § in. and mounted on masonite with
mahogany veneer). 42§ X16 in. (108:3 X40-8 cm.). Cradled
in 1953; cleaned and restored in 1953/4 by Modestini. See
k1868 for description.

Suida-Shapley, pp. 84-5, Cat. No. 30.

K 1868 : Figure 42

TueDEesceNTINTO L1MBO. Washington, D.C., National
Gallery of Art (1164), since 1953. Oil on poplar (panel
thickness reduced in 1953 to § in. and mounted on masonite
with mahogany veneer). 42§ X16% in. (108-9 X415 cm.).
Cradled in 1953; cleaned and restored in 1953/4 by
Modestini. Slightly less well preserved than x1867 as the
splits go through more important sections.

Suida~Shapley, pp. 845, Cat. No. 31.

The death of Christ is shown as the lance is plunged
into his side (k1867). The eclipse is indicated by the
dramatically darkened sky. The rustic cross is placed
obliquely; those of the two thicves are at the extreme
right. Mary Magdalen cmbraces the foot of the cross. The
Virgin and St. John the Evangelist stand to the right,
looking up toward Christ. The Magdalen’s rich garb is
close to Venetian fashions of the mid-sixteenth century;
these were also worn in Northern Europe. Only the fore-
arm and hand of the Bad Thief is visible. The left side of
the Good Thicfis seen from the back of his cross which runs
along the right margin of the composition. The background
is occupied by centurions seen against a view of a walled
city representing Jerusalem.

The elaborate armor depicted in k1867 is based on late-
fifteenth-century models which are here largely mis-
understood. This points to a date in the mid-sixteenth
century. The shicld above the head of St. John is that of a
Hungarian hussar (also found in fifteenth-century depic-
tions of the Passion). The dramatic placement of the
crosses goes back to a Danubian precedent; the com-

position reverses Cranach’s Crucifixion of 1503 (Munich,
Pinakothek). The Descent into Limbo (x1868) shows an
Italianate Christ (probably derived from a High Renaissance
Resurrection). He holds a triumphal banner cross, wears the
crown of thorns, and is clad in a loin cloth. His right hand
is raised in benediction over Limbo, located at the border
of Hell, which appears in the background. Limbo is shown
within the ruins of classical antiquity with the Septizonium
(destroyed in 1586) at the extreme left and other structures
recalling the Baths of Caracalla and the Colosseum at the
centre and right. The nude figures of the Just, resident in
Limbo until the Descent, are in the lower foreground, led
by a powerfully-built, bearded figure, possibly Adam or
St. John Baptist as in Diirer’s Small Passion (8.41). The
woman at the extreme right is Eve. A crowned figure to
the left may be David or Solomon. Pairs of nude infants
(probably representing the Holy Innocents) are on a
parapet in the foreground, to the left and right of a
centrally-placed reclining male nude who is seen from the

back (possibly Abel, the first man to die).!

Both panels functioned as wings of an altar devoted to
scenes from the Life of Christ; if a triptych, the lost central
subject may have been a Lamentation. When first ex-
hibited at the National Gallery, k1867 and k1868 were
given to Wolf Huber and later assigned to a German
master active in the third quarter of the sixtecnth century
(Suida~Shapley, loc. cit.). They believed the painter to have
studied the Pontormo frescoes at the Certosa di Val d’Ema
and related the ‘Adam’ to the Laocodn, the putti to
Raphael’s, the crowned man at the left to Peruzzi, the
rising figure in the left foreground to Pontormo, and the
reclining central figure to Mantegna. The painter of these
panels is astonishingly eclectic, deriving his figures from
sixteenth-century Italian and Netherlandish paintings or
prints after Roman ruins. Venetian, Roman, and North
Italian painting of the late fifteenth and sixteenth centuries
is reflected in x1867-8 as well as German early sixteenth-
century and Netherlandish mid-sixteenth-century sources.
The panels’ frec handling, the basis for their original
attribution to Wolf Huber, represents a later sixtcenth-
century continuation of the Danubian style and possibly an
interest in the art of Tintoretto and Michelangelo. As the
Kress paintings were purchased in Breslau, their unknown
painter may have been active in Silesia. However, his style
is not characteristic of that region. He could perhaps have
originated in Southwestern Germany, where he might
readily have absorbed Netherlandish sources before an
Italian journey and subsequent activity as an itinerant
painter in the more provincial parts of Germany.

Provenance: Presumably from the former Erzbischofliches
Didzesanmuseum, Breslaw (now Muscum Slakie we
Wroclawin). Sold to Dr. Otto Frohlich (Vienna) through
de Burlet in 1916.% Stephan von Auspitz-Lieben, Vienna.
New York, Rosenberg and Stiebel. Kress acquisition 1951.

References: (1) For the Descent into Limbo sece Réau, 11, 2,
pp. $31-7. (2) Information communicated by Dr. Lily
Frohlich, London, in 1956.
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MATTHAUS MERIAN THE
YOUNGER

Matthius Merian the Younger was born in Basel in 1621;
he died at Frankfurt-am-Main in 1687. The son of a Swiss
topographic printmaker and bookseller, Mathius was a
pupil of Joachim von Sandrart whom he accompanied to
Amsterdam. The young painter was introduced to van
Dyck in London in 1639 and was active in Paris two years
later, where he emulated the French classical masters of the
time. He returned to Frankfurt in 1642. He left for Italy the
following year and remained there for four years. In 1647
he became a prominent portrait painter in Nuremberg and
took over his father’s business in 1650. He entered the
diplomatic service of scveral courts, where he was also
active as portraitist, printmaker, and painter of devotional
and other subjects.?

K 1061 : Figure 43

PORTRAIT OF A GENTLEMAN. Lincoln, Necbraska,
University of Nebraska (v-358-k), Kress Study Collection,
since 1962. Oil on canvas. 5§43 X45 in. (138-1 X114-3 cm.),
A cleaning in the early 1930s revealed an inscription with
Merian’s name on the back of the canvas. Extensively
abraded; rclined and restored by Pichetto 1936-37;
cleaned, in-painted, and varnished by Modestini in 1961.
Brooks Memorial Art Gallery, Memphis, Tennessec,
Permanent Paintings, Memphis, 1943, n.p.

K1061 shows a gentleman, in three-quarter length, turned
slightly to the right, hat in hand, standing against a stormy
sky. The left arm and gloved hand rest on a globe-topped
balustrade at the upper left corner. He does not wear a wig,.
His rich, conservative attire was in vogue between 1647 and
1653. The portrait was originally attributed to Giovanni
Benedetto Castiglione by Roberto Longhi,? possibly be-
causc it reflects the Genoese manner of van Dyck, which
was continued by native artists of that city toward the
middle of the century. The emphasis upon the cavalier’s
hat and glove and the great orb at the upper left, all
emblematic of high rank and authority, suggest that the

sitter was in military or governmental service.

The inscription on the back with Merian’s name may well
have been placed there by the artist himself, as his Portrait
of Hans Joachim Miiller of 1647 (Basel, Kunstmuseum)
bears a lengthy inscription in Italian dedicating the painting
to his friend, the sitter. K1061 is close in style to the Basle
portrait and Dr. Friedrich Thone placed the Kress painting
at about the same date, carlier in style than those portraits
by Merian executed when he was in the German employ
of the Swedish Baron Wrangel.3 Certificates from Longhi,
G. Fiocco, F. F. Mason-Perkins, Raimond van Marle,
Adolfo Venturi attributed k1061 to Merian.4

This portrait is a fine example of Merian’s rare and little-
known portraiture.

XV-XVIII CENTURY

Provenance: Rome, A. Contini-Bonacossi. Kress acquisition
1930. Given to Brooks Memorial Art Gallery, Memphis,
Tennessee, 1937; returned to Kress Foundation, New
York, 1957. Exhibited ~ Nuremberg, Germanisches
National-Museum, Niirnberger Kunst und Kiinstler zur
Barockzeit, June-Sept. 1962, Cat. No. A153.

References: (1) W. K. Ziilch, Thieme-Becker, xx1v, pp.
413-14.(2) Certificate, Kress Archive. (3) Letter of 24/1x/68,
Kress Archive. (4) Certificates ¢. 1933-35, Kress Archive.

ANTON RAPHAEL MENGS

Anton Raphacl Mengs was born in Aussig (Bohemia) in
1728; he died in Rome in 1779. The leading German
painter in the cighteenth century and a major figure in
European art, Mengs was the son of a miniature painter,
his first teacher. He went with his father to Rome at the
age of twelve, where he copicd Raphael and was trained
by Italian artists. In 1744 father and son returned to
Dresden, where the latter made a reputation as a brilliant
portraitist and was appointed court painter at the age of
cighteen. He began a second Roman residence in 1746,
converted to Catholicism and married an Italian, returning
to Dresden in 1749. For the next decade much of his time
was spent in Italy, where he became a close friend of
Winckelmann who drew him toward a more classical
style. He was active in Naples as well as Rome. In 1762 he
was the leading painter at the Spanish court. Mengs
published many theoretical writings toward the end of his
life when he was a figure of international fame and one of
the founders of the Nco-classical style.

Studio of MENGS, ¢. 1758-60
K239 : Figure 44

Pore CreMeNT XIII (Carlo della Torre Rezzonico).
New Otleans, Louisiana, Isaac Delgado Museum of Art
(34.1), since 1934. Oil on very fine canvas. $2%X38 in.
(134-3 X96-5 cm.). In his left hand the Pope holds a paper
inscribed: Alla Santita di Nostro Clemente XIII feliciter
Regnante. The Rezzonico arms are lightly indicated on the
carved finials of the chair back, and on a raised cartouche
of the standish with bell at the right: Quarterly (1) gules a
cross argent, (2) and (3) azure a tower argent, (4) gules
threc bends argent, overall a shield or charged with a
double-headed cagle sable crowned, or and ensigned with
an antique crown.? Some abrasion in face, which now
appears flatter than it does in the X-ray. Relined, clcaned
and restored in 1933 by Pichetto; cleaned and restored by
Modestini in 1953.

William E. Suida (revised by Paul Wescher), The Samuel
H. Kress Collection, Isaac Delgado Museum of Art, New
Orleans, 1966, p. 66.

Carlo della Torre Rezzonico (1693-1769) was born into a
patrician Venetian family and educated by the Jesuits. He
reccived his law degree at Padua. After filling important
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appointments at the Curia, he became Cardinal-Deacon in
1737, Bishop of Padua in 1743, Cardinal-Priest in 1747,
and succeeded Benedict XIV in 1758. The eleven years of
Clement XIII's pontificate were marked by constant dispute
concerning the question of the abolition of the Jesuit order.
Clement died the day before the convening of the Con-
sistory he had called to combat the Bourbon plan to
terminate the order® Clement XIII is depicted in a
columned chamber, in the traditional papal portrait
formula established in the early sixteenth century: seated,
shown to just below the knee, with a desk at his side. He
is clad in regular papal attire, wearing a veste covered by a
long-sleeved lace-trimmed rochetto of white linen with a
short fur-trimmed velvet shoulder cape, the mozzetta, and
the great silken papal stola embroidered with gold thread
and tied with a golden tasseled cord, with a fur-trimmed
velvet berettino or skull-cap on his head. The painting is
executed in somewhat grayed Venetian coloring.

k239 is one of several portraits of Clement XIII executed
by Mengs or his studio. Of these, it is closest to the painting
now in Bologna (Pinacoteca Nazionale, datable c. 1758).
Presumably an autograph work of Mengs, the Bologna
cxample has the same inscription as k239 and a signature.4
The canvas differs in tonality and technique from Mengs’
ocuvre. Broad and free in handling and Venctian coloring,
the portrait was formerly attributed to Giovanni Battista
Ticpolo who was patronized by Clement XIII. As the
original painting by Mengs may have been in the Venetian
residence of the Rezzonico family (Bianconi recorded this
and another in Rome), it is likely that a local artist may
have been asked to make a replica.5 Mengs had a Venetian
assistant in his studio, and it was probably this ‘giovane
veneziano’ who painted x239.8 If this portrait is modeled
upon the papal portrait by Mengs described by Winckel-
mann in a letter dated 1 December 1758 as just completed,
it is probable that it was painted within the following few
years.?

Provenance: Général Comte Roquet, Paris (?). Somzée
Collection, Brussels (Brussels, Vente, Collections de Somzée,
part 11, 26-28, 30 May 1904, Cat. No. 359 as by Giovanni
Battista Tiepolo). The following three collections were
given in the Kleinberger Sale of 1932: Vicomte Journin
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Aubert, Paris; Hauer Collection, Paris; Grand Duke
Nicholas of Russia. F. Kleinberger, Paris (sale, New York,
American Art Association, Anderson Galleries, Important
Paintings by Masters of the Old Schools collected by Mr. F.
Kleinberger, Sold by his Order, 18 Nov. 1932, p. 90, Cat.
No. 58, as by Pompeco Batoni). Kress acquisition 1932.

References: (1) D. Honisch, Anton Raphael Mengs, Reckling-
hausen, 1965. (2) J. B. Rietstap, Armorial Général, 2nd ed.,
Gouda, 1884-87, 11, p. 560. (3) Sidney Smith, ‘Clement
XU, The Catholic Encyclopaedia, 1v, 1908, pp. 32—4. (4)
Honisch, op. cit., p. 85, Cat. No. 76. Considerably larger
than the Kress portrait, it measures 153 X109-9cm. A
different composition by Mengs is in the Ambrosiana,
Milan. In Gripsholm (State Portrait Collection) is a version
identical in composition to the Kress and Bologna portraits
but with oval format (cut down?), with the Pope facing
left, and his right arm raised in benediction. According to
Honisch (pp. 141-2, Cat. No. 376) the Gripsholm painting
is by a master in the Mengs circle. It measures 114 X95 cm.
Identical with k239 and the Bologna composition is the
portrait in the Walters Art Gallery, Baltimore, 134-3 X
97-8 cm., except that the Pope’s right arm is raised in
benediction and the painting is inferior in quality. (5)
G. L. Bianconi, Elogio storico del Cavaliere Anton Raffaele
Mengs, Milan, 1780, in the unpaged catalog at the
beginning of the text and p. 40. Dr. Steffi Rottgen (letter
of 6/x1/68) belicved the portrait now in the Ambrosiana
to be identical with the one listed in Rome by Bianconi.
(6) Dr. Réttgen has kindly provided the following extract
from Azara-Fea, Opere di Antonio Raffaello Mengs, Rome,
1787, pp. 253~4, ‘Avvenne poco tempo fa, che mentre in
una compagnia di artisti, ¢ di dilettanti si osservavano e
lodavano due ritratti dipinti da un giovane veneziano, un
pittore de’ Barbassori . . . al sentire, che il lodato giovane
stava copiando il ritratto di Papa Rezzonico fatto da Mengs
disse. .., che dopo quello studio il suo pannello si
troverebbe in discapito’. (7) Kurt Gerstenberg, Johann
Joachim Winckelmann und Anton Raphael Mengs, Halle,
1929, p. 20, discussing the Bologna painting, believed it
to have been executed rapidly, as Mengs was about to
leave Rome for Naples. Honisch scemed to follow
Gerstenberg’s view (op. cit., p. 85).



EARLY NETHERLANDISH SCHOOL

XV-XVI CENTURY

ROBERT CAMPIN

Robert Campin, also known as the Master of Flémalle,
came to Tournai in 1406 and became a burgher in 1410;
he died in 1444. No signed, documented works survive.
Decan of the Guild of St. Luke in 1423, Campin had many
apprentices in his studio at least as carly as 1418, when
Jacques Daret was recorded among them. Roger van der
Weyden was listed there in 1427. The scparation of the
ocuvre of the student and his master has long been a matter
of controversy. Campin’s only dated work, the Werl Altar
wings (Madrid, Prado), is inscribed 1438. The leading
Netherlandish painter active before Jan van Eyck’s maturity,
Campin created a new style fusing the realistic with
the monumental.

Follower of ROBERT CAMPIN
K 1646 : Figure 47

MaponNNA AND CHILD WITH SAINTS IN THE
ENcrosep GARDEN. Washington, D.C., National
Gallery of Art (1388), since 1959. Oil on oak in five
horizontal sections with very thin preparatory layer of
French chalk and glue which has sunk into the wood.
473 Xs8%in. (1199 X148-8 cm.). Original borders all
around. All saints except Catherine have incised haloes,
presumably preparatory to painting in gold.?

Inscribed on original or very old frame:

O MARIA CONSOLATRIX ‘O Mary, our Comforter,

ESTO NOBIS ADVOCATRIX ‘Intercede for us

ROGUAS REGEM GLORIE ‘Asking the King of Glory

UT NOS JUNGAT sUPERIS  “That we may rcjoin those
on high,

‘Granting to us, wretches,

‘The fulfilment of hope of
seeing him.

‘Thou, who art called
Queen,

‘Have mercy on us later
born,

Virgin Mother of grace’.3

DONANS NOBIS MISERIS
POST SPEM FRUI SPECIE

QUE REGINA DICERIS
MISERERE POSTERIS

VIRGO MATER GRACIE

A device called a Hausmarke is at the lower right corner
of the frame, at the end of the inscription. Sometimes
taken to be a sigla or mason’s mark, this sign more likely

pertains to the original donor of kx1646.* Cradled and
partially cleaned and restored, with some in-painting, by
Pichetto ¢. 1947. Restored by Modestini in 1953. Damaged
by excessive heat and smoke during a fire in December
1956. Restored ¢. 1958 by Modestini. The following areas
have considerable in-painting: left leg of the Baptist, left
hand of Anthony Abbot, both saints’ drapery. Several
pigments have darkened, notably the vermilion drapery of
St. Catherine.

Suida, p. 168, Cat. No. 74. Reproduced in color in
Seymour, pp. 13, 15, pls. 9, 11 (details); and George
Ferguson, Signs and Symbols in Christian Art, New York,

1954, pl. 10.

The Virgin and Child, with four saints, arc shown in a
garden enclosed by a high masonry wall on three sides and
by a building at the left. Mary wears a dark blue, gold-
bordered mantle and a lighter blue robe, with a fur
garment across her lap. She is seated on a wooden folding
stool in front of a rich red, blue, and gold cloth of honor,
with a pillow of the same cloth underfoot. Another rich
red horizontal hanging with a floral motif is stretched
across the entire rear wall. The Christ Child, in a long
fur robe and white undergarment, is on his mother’s lap.
St. Catherine of Alexandria, in a pink robe, is seated at
the lower left, on the step of a Gothic portal opening upon
a tiled interior. Her attributes are a broken wheel and
a sword (the crescent of Islam is on the heart-shaped
pommel; figures of Adam and Eve, on cither side
of the Tree of Knowledge, are incised on the blade).
St. John Baptist stands at the upper left in a voluminous
green robe, holding a small lamb in his left hand, blessing
it with his right. A camel-skin (?) is seen under his robe,
above his left knee. St. Barbara, in an orange, fur-
trimmed dress, is to the right of Christ in a half-kneeling
posture, cxtending an apple which he is about to grasp.
Her attribute, a masonry tower, is in the upper right
corner of the enclosed garden. St. Anthony Abbot
stands in the lower right foreground, in monastic garb.
His hands (one holding a scroll) are placed upon the
Tau-shaped stick. A rosary hangs from his belt and the
head of a pig, his emblem, is to the left.5

K 1646 shows the Virgin and Child in a mystical, devotional
setting. Mary’s pensive gaze seems to anticipate the
Passion implied by John’s sacrificial lamb (‘Behold the
Lamb of God’, John 1:29-30) and by Barbara’s apple, fruit
of the Fall, to be received by Christ, the new Adam.®
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Catherine’s book and Anthony’s scroll both point to the
prophecy of Redemption. The Infant’s exposed body may
stress the first shedding of his blood in the Circumcision,
when he was named Jesus. The enclosed garden alludes to
Paradisc and is a symbol of Christ as the Lord of all
Creation, the plants signifying his mastery of life and death
in their role as healing agents. Such a garden also represents
Mary’s purity, and many of the flowers within its walls are
specifically linked to the Virgin in late medicval devotional
literature.” The association of Mary with floral symbolism
and the closed garden originates with the interpretation of
the Song of Solomon (4:12-16). A hymn in Konrad von
Wiirzburg’s (died 1287) Goldener Schmiede expanded the
floral references and provided the basis for Northern
Europcan depictions of Mary in a richly floral setting.® An
iris similar to that in x1646 is shown in other works by
Campin or his school.? Its symbolism is often inter-
changeable with that of the lily, sign of the Incarnation.
Placed next to St. Catherine in K1646, the iris, according
to Koch, is an allusion to her martyrdom by the sword as
the iris is also known as sword-lily.1® The haloes composed
of golden lines emanating from the heads of Mary and
Jesus are very carly in style. The tripartite division of
Christ’s halo alludes to the Trinity. The hangings, seat,
cushion, and Mary’s rich garb all refer to her Coronation
in heaven by her son; the inscription surrounding x1646
also describes Mary as Queen of Heaven and intercessor for
mankind. The formal, early fourteenth-century Italian
pictorial theme known as the Sacra Conversazione is
combined with a more intimate subject, the Paradiesgdrtlein
(popular in Northern Italy and Northern Europe in the
early fifteenth century), placing the Virgin and Child in an
enclosed garden accompanied by saints and angels.!! An
important transitional stage between the above and the
Kress panel is a Burgundian theme entitled by Troescher
Sacra Conversazione im Throngeliduse!* More hieratic than
the Washington painting, this composition places the
Virgin and Child in an claborate throne-like housing and
was created ¢. 1400 by Franco-Flemish artists.

K 1646 was first published by J. D. Passavant, who described
it as painted in tempera and ‘possibly the only remaining
pictorial monument of the pre-Eyckian school of painting
in the Netherlands’, executed by a forerunner of Hubert
van Eyck who may also have been his contemporary, and
therefore of the greatest art historical interest, worthy of
purchase by the Bruges Academy.® In 1839 Spyers
attributed the painting to the School of the brothers Van
Eyck, as it was found to have been exccuted in the oil
medium. He described the grouping of the figures as close
to those of Jan van Eyck, while the coloring suggested the
taste of Hubert van Eyck. He pointed out that K1646 may
have been used as a model by later masters of the Bruges
School such as Memling. Inclined to attribute the panel in
its entirety to Jan van Eyck, Spyers related the pose of the
Virgin and Child to that of the same group in the Van der
Paele Madonna (Bruges, Musée Communal).2® A letter of
13/1x/46 from Max J. Friedlinder to Georges Wildenstein
described K1646 as a work by the Master of Flémalle.!8
Suida (p. 168) listed the panel as ‘Master of Flémalle

Studio’. It was suggested by Houben that the master of
K1646 was an carly eclectic imitator rather than an actual
pupil of Campin’s, active in Bruges, who executed the
Kress panel shortly after 1450. According to him, the
Virgin and Child depend upon ‘prototypes of different
periods’, including a lost Sacra Conversazione in an interior
(known from a drawing, Louvre, Cabinet des Dessins);
the St. Anthony depends upon the figures in Campin’s
catly Entombment Triptych of c. 1415 (London, collection
Count Seilern); the iris comes from the right wing of the
Werl Altar, dated 1438 (Madrid, Prado). Among Houben’s
reasons for such a late dating of the Kress panel is his belief
that the St. John is ‘obviously partly derived” from Roger
van der Weyden’s Medici Madonna (Frankfurt, Stidelsches
Kunstinstitut) of ¢. 14501 Panofsky described x1646 as
‘impressive and fairly close to the Master of Flémalle but
evidently not executed by himself, it is justly attributed to
his studio.’?? In his reconstruction of the original setting of
Roger van der Weyden’s Magdalen Reading (London,
National Gallery), Martin Davies noted that the placement
of SS. Catherine and John in K 1646 corresponds to that of
the Magdalen and St. Joseph.® According to Shapley, too
much emphasis has been placed upon the role of assistants
in the creation of the Kress panel. She did not believe it
should be attributed to ‘the Master of Flémalle Studio’
since ‘the master himself has to be credited for the com-
position and in great part also for the execution of this
painting. In some parts,however, it may have been executed
by assistants.’® Seymour wrote (pp. 12-14) that the panel
‘is to be identified with the style of the Master of Flémalle,
but in a more precise and sharper vein than we normally
associate with him.” Meiss described x1646 as by the same
artist working in Flémalle’s early style who painted the
Madonna of Humility in an Enclosed Garden (Berlin,
Staatliche Museen; hereafter referred to as the Berlin
Madonna), and whose ocuvre ‘shows softer forms and
a more tender sentiment than we know in the work of
the master himself.’2® Walker (p. 304) gave the Kress panel
to the Master of Flémalle and assistants. Koch described it
as belonging to the School of the Master of Flémalle.2!
Frinta found ‘the facial types, hands, and drapery style . . .
inspired by Campin’s work but the brushwork. .. not
identical; therefore, only his assistants can be considered as
the author. An impersonal smoothness and unpleasant
slickness of the flesh parts painted in pink with greenish-
gray shading contrasts oddly with the more daring execu-
tion of the garments. Moreover, some anatomical details,
such as the veins in John Baptist’s legs and the lower eyelids
of Catherine, are just cursory additions not organically
integrated into the brushwork rendering the forms.’2
Stange described the painting as attributable to Campin or
his studio.2? It was given by Van Gelder to Jacques Daret,
to whom he also assigned the Berlin Madonna, a diptych
of the Virgin and Child and Throne of Grace (Leningrad,
Hermitage), and the Annunciation (Madrid, Prado).
According to de Schryver the Kress pancl was composed
C. 14205

A brass plaque (at Sainte Gertrude de Nivelles), in the
earliest style of Robert Campin, dated 1461, has marked
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compositional similarity to k1646 and probably reflects a
lost painting by Campin contemporary with the Kress
pancl.28 The location and format of the inscription on
K1646 rescmbles those of funerary relicfs sculpted in
Tournai in the first third of the fiftcenth century. Campin
was familiar with these monuments whose composition
may have influenced that of x1646.27 Among the most
monumental works in Campin’s style, this painting is an
extremely important indication of the spatial treatment to
which he turned after the completion of his first known
panels — the St. John the Baptist fragment (Cleveland, Ohio,
Museum of Art) and the Entombment Triptych (London,
Count Seilern Collection). The gold background seen in
Campin’s carliest works has been abandoned in x1646 in
favour of a far more realistic rendering. Moving away
from the decorative late International Style, the artist has
returned to the heroic Italian art of the first half of the
fourtcenth century, combining it with the great Franco-
Burgundian sculptural achicvements of the second. He has
enriched the achievements of the past with the new
luminosity and plasticity made possible through using the
recently perfected oil medium. The Kress panel is one of
the very few Netherlandish panel paintings of such size
from the first half of the fifteenth century to have retained
its original frame. The painting resembles such Campin
panels as the front and back of the Marriage of the Virgin
(Madrid, Prado) and the Virgin and Child Appearing to SS.
Peter and Augustine (Aix-en-Provence, Musée Granet). The
physiognomical types in K1646 arc cspecially related to
thosc of the great Deposition Triptych known from a
fragment (Frankfurt, Stidelsches Kunstinstitut) and a copy
(Liverpool, Walker Art Gallery). The heads of Mary and
Catherine in K 1646 arc close to those of the Berlin Madonna
and the Virgin (right half of the Hermitage diptych) which,
together with the Kress panel, were attributed by Van
Gelder to Campin’s apprentice Jacques Darct. The Virgin
and Child are shown in similar form in two paintings of
the Holy Family after Campin.28

The somewhat awkward placement of St. John and St.
Barbara suggests that these figures may have been adapted
from a lost work of Campin where they were shown in a
different context — possibly a representation of an indoor
Sacra Conversazione. The discord between the figural scale
and the architecture also points to such an extrapolation.
The absence of a profound excitement and vigorous
definition linked with Campin’s art, and the use of a less
rigorous approach to light and form than his, point to the
bulk of the exccution of the Kress panel by studio assistants
such as the artist identified by Meiss as the Master of the
Berlin Madonna. Long in a Bruges church for which it
may have been commissioned, k1646 provides a valuable
indication of the influence of Campin’s art upon that of
Bruges, as its audacious composition underlies the many
renderings of similar subjects there in the second half of
the fifteenth century.??

The prominent ‘A’ at the bottom of the Hausmarke may
indicate that the donor’s first or second names began with
that letter; its proximity to Anthony probably signifies
that he was the donor’s patron saint.3® The conspicuous
inscription and its Hausmarke suggests that the picture

functioned as an epitaph-a devotional painting placed
near the donor’s burial place in the church.!

Provenance: From a church in Bruges according to J. D.
Passavant, who listed it in the collection of Imbert [des
Motclettes] in 1833.32 Jonkheer De Potter-Socnens near
Bruges.®® Said to have been in the collection of Comtesse
de Oudemard (Oudenaarde?). New York, Wildenstein and
Co., Inc. Kress acquisition 1949, cxhibited — National
Gallery of Art, Washington, D.C., 1951. Tucson, Arizona,
University of Arizona, Muscum of Art, 1951~53, Twenty-
Five Paintings from the Collection of the Samuel H. Kress
Foundation, 1951, Cat. No. 74. Again exhibited in the
National Gallery, 1961. Art Treasures for America: An
Anthology of Paintings and Sculpture in the Samuel H. Kress
Collection, 1961, pp. 12, 14, 218, pl. 10 on p. 14, pl. 11 on
p- 15, pl. 9 on p. 13.

References: (1) For Campin’s life and achievements see
Charles de Tolnay, Le maitre de Flémalle et les fréres van Eyck,
Brussels, 1939; and Panofsky, 1, pp. 149-77. For a compre-
hensive presentation of biographical data sce the first
section of Theodore H. Feder’s ‘A Re-examination through
Documents of the First Fifty Years of Roger van der
Weyden's Life’, Art Bulletin, xLvui, 1965, pp. 416-31I.
(2) When published by J. D. Passavant (Kunstreise durch
England und Belgien, Frankfurt, 1833, pp. 348-9), K1646
and its inscribed frame were described as being very poorly
preserved, heavily restored and cxecuted in tempera. After
the tempera additions were removed, ¢. 1839 (Jonkheer de
Potter-Socnens Collection) Passavant corrected his carlicr
view as to the technique and is so quoted by G. K. Nagler,
Die Monogrammisten, Munich, 1879, 1, p. I, no. 1. If cver
executed, the haloes must have been removed before 1839,
as a reproductive print of that date by C. Onghena shows
the panel in its present state. Reproduced by F. A. Spyers,
‘Beschryving van twee Merkwurdige Schilderyen uit de
School der Gebroeders van Eyck’, Belgisch Museum voor de
Nederduitsche Taal —en Letterkunde en de Geschiedenis des
Vaderlands, Ghent, 1839, 11, pp. 182 ff, repr. opp. p. 183.
(3) This text does not appear in Franz Joseph Mone, Lateini-
sche Hymnen des Mittelalters, Freiburg-im-Breisgau, 1854, 11,
‘Maricnlieder’. Dr. Eberhard Schenk zu Schweinsberg
(letter of 19/x/62, Kress Archive) believed the style of the
inscription to correspond with the lettering in Nether-
landish manuscript illuminations of 1450-80. (4) For
Hausmarken sec Homeyer, Die Haus- und Hofmarken,
Berlin, 1870, and 2nd ed., Berlin, 189s. The mark on
K1646 is not included in this volume. The Hausmarke
(Hauszeichen) is a linear device belonging to a family and
denoting its sponsorship or ownership. It was used
mainly in Germany and the Netherlands. The Hausmarke
belonged to the cldest son, the remaining brothers adding
strokes for differentiation. There is a remote possibility that
the sign may also be a mason’s mark, possibly for a guild
chapel, as so much emphasis is placed upon the stonework
of the walls and unusually prominent tower. Passavant was
not sure whether the sign at the right end of the inscription
belonged to the donor of the painting or its artist
(Passavant, op. cit., pp. 348-9, pl. 2). The mark is reproduced
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by G. K. Nagler, loc. cit. The similarity between the device
of k1646 and one in a manuscript illumination in the 1485
Ghent edition of Boethius, De consolatione philosophiae,
published by Arend de Keysere (Lessing J. Rosenwald
Collection, Washington, D.C., Library of Congress, No.
781) was noted by Dr. Antoine de Schryver (letter of
29/x1/1955, Kress Archive). The Rosenwald Boethius was
owned in 1912 by the Parisian book dealer Bélin. Accord-
ing to de Schryver, it was sold by André Hachette in Paris
16/x11/1963 (Hbtel Drouot) and included in the catalogue
for Livres anciens des Pays-Bas, Bibliothtque Royale de
Belgique, Brussels, 1960, pp. 32-3, Cat. No. sz. F. de Mély
(Les Primitifs et leurs Signatures, Paris, 1913, 1, pp. 204-$)
suggested that the device in the Bocthius was that of
Alexander Bening or some other manuscript illuminator
whose first name began with an ‘A’. He described the
monogram inaccurately as an ‘A’ surmounted by a Latin
cross. (5) For the iconography of the saints in k1646, sec
Réau, 1, 1, pp. 431-63; 2, pp. 295~304 (John Baptist);
1, 1, pp. 111-15 (Anthony); m, 1, pp. 169-78 (Barbara);
i, 1, pp. 262~72 (Catherine). (6) See Ferguson, op. cit.,
p- 32, who bases his interpretation on Song of Solomon
2:3, ‘As the apple trec among the trees of the wood, so is
my beloved among the sons. I sat down under his shadow
with great delight, and his fruit was sweet to my taste.”
According to Broadley (p. 14), “The apple or quince she
[Barbara] offers the Child is an age-old symbol of love
alluding to her selfless devotion.” He described the doorway
as symbolic, ‘recalling Christ’s saying, “I am the door. No
man cometh unto the Father but by me”.’ (7) Sce Lottlisa
Behling, Die Pflanze in der mittelalterlichen Tafelmalerei,
Weimar, 1957, pp. 61 f., for the symbolic or healing
propertics of many of the flowers shown in k1646. For the
violet as a Marian symbol of sweetness, purity, love,
chastity and virtue (according to St. Jerome and Hugh of
St. Victor), sec p. 42. (8) Ibid., pp. 22-9; for the following
Marian flowers in K1646 see: daisy (p. 27), violet (pp. 28,
41-2), columbine (pp. 27, 36-7, 41, 48; sce also K2114
above, the Master of the St. Bartholomew Altar, p. 10, note
10), strawberry (Behling, op. cit., pp. 19, 31, 39, 40), iris (p.
38). According to Broadley (p. 14), “The poppy and perennial
daisy allude to cternal rest and immortality; the violet and
pink signify Christian humility and love; and the iris and
columbine are symbolic of suffering and sorrow willingly
borne by the devoted follower of Christ.” (9) It is shown
most notably in the Maria Lactans (Frankfurt, Stidelsches
Kunstinstitut), Seated Madonna (Douai, Museum), and
St. Barbara (Werl Altar, Madrid, Prado). One of the plants
in K1646 combines the flowers of the marcissus with the
leaves of a medicinal herb, similarly depicted in the
Frankfurt Maria Lactans (Behling, op. cit., p. 61). Aconite
(wolf’s bane), a poison plant, is shown next to the marigold,
to the right of Mary’s cushion. According to Albertus
Magnus, aconite countered poison and cured leprosy (ibid.,
p. 62). (10) Robert A. Koch, ‘Flower Symbolism in the
Portinari Altar’, Art Bulletin, XLv1, 1964, p. 75, n. 42. (I1)
For early fifteenth-century Northern European depictions
of the closed garden sce Lilli Fischel, ‘Uber die kiinstlerische
Herkunft des Frankfurter “Paradiesgirtleins’ ’, Essays in
Honour of Georg Swarzenski, Chicago, 1951, pp. 85-95.

(12) Georg Troescher, Burgundische Malerei, Berlin, 1966,
1, p. 158; he illustrated an important example, the central
panel of the altar of the Marienkirche, Bielefeld (i1, pl. 54,
fig. 250). (13) Passavant, op. cit., pp. 348-9. (14) Spyers,
op. cit., m, pp. 182-8. (15) In the 1967 English edition of
Friedlinder’s Early Netherlandish Painting, Leyden, p. 92,
Addendum 152, Nicole Veronée-Verhaegen lists k1646 as
‘Master of Flémalle, studio?’. (16) Walter Houben, letter
of 3/xnfs1, Kress Archive. (17) Panofsky, 1, p. 426 (n. 4,
p- 174). (18) Martin Davies, Les primitifs flamands Corpus . . .,
The National Gallery, London, 11, Brussels, 1954, p. 177.
(19) Fern Rusk Shapley, Kress Archive. (20) Millard Meiss,
‘ “Highlands” in the Lowlands: Jan van Eyck, the Master
of Flémalle, and the Franco-Italian Tradition’, Gazette des
Beaux-Arts, 6me sér., Lvni, 1961, pp. 272~314, esp. p. 277.
In n. 10 Meiss observed that the copy of the Cloisters
Annunciation (Brussels, Musées Royaux des Beaux-Arts) is
similar in style to the Kress and Berlin panels but seems
weaker. This work was attributed to Jacques Daret by
Carla Gottlieb, ‘The Brussels Version of the Mérode
Annunciation’, Art Bulletin, xxx1x, 1967, p. 56. (21) Koch,
op. cit., p. 75. (22) Mojmir S. Frinta, The Genius of Robert
Campin, The Hague, 1966, p. 118. Like Meiss, he related
K1646 to the very early copy of the Mérode Annunciation
in Brussels (Musées Royaux des Beaux-Arts), which Frinta
found close to Jacques Daret. He compared the Christ
Child to the one in the full-length Maria Lactans (Frankfurt,
Stidelsches Kunstinstitut) and the heads of Mary and
Catherine to those in the Brussels Annunciation (a very
early copy of the Cloisters triptych). According to him,
the heads of St. John and St. Anthony ‘lack the expressive
energy intrinsic in Campin’s men.’ (23) Alfred Stange,
‘Vier stidflandrische Marientafeln: cin Beitrag zur Genese
der niederlindischen Malerei’, Alte und Moderne Kunst,
X1, 1966, pp. 2-10. Caption to fig. 22, p. 22, lists K1646
as by Robert Campin. (24) All the above are usually
given to Campin or his studio. Jan G. van Gelder, ‘An
Early Work by Robert Campin’, Oud-Holland, rxxxu,
1967, pp. 1-17. (25) Letter of 20/vi/68, Kress Archive.
(26) Reproduced p. 36, fig. 6, Picrre Quarré, ‘Plaques de
la fondation d'Isabella de Portugal, duchesse de Bourgogne
..., Jahresberichte und Rechunungen des historischen Museums
Basel, 1959, pp. 29-38. (27) Sec Grete Ring, ‘Beitrige
zur Plastik von Tournai im 15. Jahrthundert, chap. x1 in
Belgische Kunstdenkmaler, ed. Paul Clemen, Munich, 1923,
I, pp. 269-91. (28) Onc is in Douai and the other was
formerly at Le Puy. In the latter, the Child is much like
that of K 1646, reaching for an apple, the lower part of the
body exposed. See Jacques Dupont, ‘La Sainte Famille des
Clarisses du Puy’, Les monuments historiques de France, n.s.
XI1, 1966, pp- 150-7. (29) See Friedrich Winkler, Das Werk
des Hugo van der Goes, Berlin, 1964, ‘“Vermihlung der hl.
Katherine’, pp. 154-80. According to Hulin, followed by
Friedlinder (Die altniederlindische Malerei, x1v, Leyden, 1938,
p- 82), the great lost Crucifixion triptych (Frankfurt, Stidel-
sches Kunstinstitut) was also painted for a Bruges church.
(30) Suggested by Houben, op. cit. For related remarks, see
L. F. van Gent, Een wereldreis van 2000 huismerken, Arnhem,
1944, nos. 19, 21. (31) For such use, see Karl Konrad and
A. Ruppel, Die Hausmarke, Berlin 1939, ‘Grabmal und
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Totenschild’, pp. 62-8. (32) Passavant, op. cit. Note 2
above, pp. 348-9. Ownership given as that of Imbert de
Mottelettes by Spyers, op. cit., pp. 182-9. (33) Spyers, op.
cit., p. 188.

Follower of ROBERT CAMPIN
K615 : Figures 45, 46

Virco LacTAaNSs (recto); SUDARIUM (verso). New York,
New York, Mrs. Rush H. Kress. Oil on panel. 11 in,
diameter (28-0 cm.) including frame. Inscribed around
circular engaged frame of recto: AVE REGINA CELORUM
MATER REGES [sic] ANGELORU[M] (‘Hail Mary Queen of
Heaven, Mother of the King of Angels’).! The initials
M B joined by golden love-knots arc inscribed four times
on border of verso. In good condition; has not been
restored since acquisition.

Flowers are painted on the front and back of the frame.?
Six depictions of Marian flowers separate the words in-
scribed on the gilded frame (rccto) ~ these include the
daisy, carnation, and pansy.® The thistles on the verso
symbolize earthly sorrow and sin; the plant is associated
with the Passion of Christ.# Other flowers on the back
include the rose, strawberry, and violet. According to
Ferguson, the strawberry indicates perfect rightcousness
(p- 48) and the violet, humility (p. 52). Recto: the blonde
Virgin is in bust-length, facing right, nursing the Infant.
Seen against a dark-red background, she wears a white
headdress and a blue robe, the Infant at her left breast.
Golden rays surround their heads. Verso: The Sudarium
(an icon-like depiction of Christ’s facc) on a square white
cloth, Veronica’s veil is painted in trompe-I' @il as if hanging
from the back of the dark-colored tondo, ‘attached’ to
the upper corners.® k615 was attributed to Jacques Daret
by Weale.® Held ascribed the tondo to a ‘Follower of the
Master of Flémalle’ suggesting that it was originally placed
in a domestic sctting, probably attached by chains for
hanging above the head of the bed.” He related k615 to
other devotional tondi with initials linked by love-knots
indicating their commission at the time of a marriage.8

The composition of k615 recto is probably a reduced,
reversed version of a full-length Virgo Lactans by Robert
Campin (Frankfurt, Stidclsches Kunstinstitut). Some
scholars believe the Kress composition to reflect a lost,
half-length depiction by Campin.® Campin juxtaposed the
Virgo Lactans and the Veronica - the subjects of the wings
of the great Flémalle Triptych (Frankfurt, Stidelsches
Kunstinstitut). Both of these subjects refer to the Salvation
of Mankind. The nursing of Christ is recalled by Mary in
her intercession at the Last Judgment, often shown before
God, pointing to her breast with one hand and to the
Judged with the other in a gesture of supplication.?? The
inscribed prayer on k615 is addressed to Mary. The format
of k615 refers both to the cosmic dominion of the Lord
and to the circular mirror so often understood in the late
Middle Ages as an emblem of the revelation of divine will.

This view was popularized in the early fourtcenth-century
text Speculum humanae salvationis (‘Mirror of Human
Salvation’) where the fortieth chapter, devoted to the Last
Judgment, stresses Mary’s intercessional gesture.! Many
tondi of the same composition (after Campin) survive, the
carliest in the John G. Johnson Collection, Philadelphia
Museum of Art. Of these, ten, like k615, show Mary
facing right and nine, such as the Frankfurt Virgo Lactans,
have her facing toward the left.?? The recto of X615 may
perhaps have been painted by a Bruges master active near
the end of the fifteenth century, but its abstract qualities
also suggest the possibility of a Northern French origin.
The more realistically rendered verso is not necessarily by
the same hand; it is less dependent than the recto upon the
Campin of the same subject (Frankfurt, Stidelsches
Kunstinstitut).

Provenance: A. L. Nicholson, London, 1909.1® Sir Edgar
Speyer, New York, 1925; purchased from his widow by
Drey Gallery, New York, c. 1943. Kress acquisition 1950.

References: (1) Another circular Campinesque depiction of
the same subject has the same inscription. See Jan Bialostocki,
Les Primitifs Flamands, Corpus . . ., Les Musces de Pologne,
Brussels, 1966, p. 40, Cat. No. 18 (Brussels, Musées Royaux
des Beaux-Arts). According to W. H. James Weale, ‘A
Madonna Attributed to James Daret...’, Burlington
Magazine, xv, 1909, p. 180, the inscription is from a
‘well-known Lenten anthem’. A related inscription is
found on the frame of an early sixteenth-century depiction
of the same subject (New York, Metropolitan Muscum of
Art) - Ave regina celorum ave domina angelorum . . . - from
an antiphon of Compline. Sce Harry B. Wehle and
Margaretta Salinger, A Catalogue of Early Flemish, Dutch
and German Paintings in the Metropolitan Museum of Art,
New York, 1947, p. 113. (2) The bare oak, outermost circle
of the engaged frame of k615 suggests that the tondo was
probably inserted in a larger setting. For a similarly flower-
bordered frame, also engaged to a Campin-derived subject
close in date to k615, sec The Trinity (Madrid, Museo
Arqueolégico), reproduced in Jacques Lavalleye, Les
Primitifs Flamands, Corpus . .., Collections d'Espagne, Ant-
werp, 1953, Cat. No. 1, pl. 1. (3) Linked to Mary and
healing properties, the symbolism of these flowers is
discussed by Lottlisa Behling in Die Pflanze in der mittel-
alterlichen Tafelmalerei, Weimar, 1957. For the carnation,
symbolizing the nails of the cross, see Colin Eisler, Les
Primitifs Flamands, Corpus..., New England Museums,
Brussels, 1961, p. s1. According to George Ferguson,
Signs and Symbols in Christian Art, New York, 1954, the
carnation significs purc love (p. 34); the daisy, innocence
of the Christ Child (p. 36); the pansy, remembrance and
meditation (p. 45). (4) Ibid., p. 49. (5) For the Virgo Lactans,
see Réau, 11, 2, pp. 96-7. For the Veronica, see Karl Pearson,
Die Fronica: Ein Beitrag zur Geschichte des Christusbildes im
Mittelalter, Strasbourg, 1877, pp. 69 ff. See also k1646.
(6) Weale, art. cit., pp. 180 ff. (7) Julius Held, ‘A tondo by
Cornelis Engelbrechtz’, Oud-Holland, Lx11, 1952, pp. 233~7,
csp. pp- 235-0. (8) Held cited a Man of Sorrows tondo (Aix,
Musée Granet) by Engelbrechtz (ibid., p. 234). Another
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tondo with love-knots was in the Galerie Robert Finck
(Brussels) in 1962. (9) Friedrich Winkler (Der Meister von
Flémalle und Rogier van der Weyden, Strasbourg, 1913,
p. 21) and Max J. Fricdlinder (Die altniederlindische
Malerei, Berlin, 1924, 11, p. 113) share this view. According
to Bialostocki (op. cit., pp. 37, 41) a recently discovered
triptych after Campin with the Virgo Lactans in the center
(Brussels, Galeric Robert Finck) supports the above
assumption. (10) See Millard Meiss, ‘An Early Altarpiece
for the Cathedral of Florence’, Bulletin of the Metropolitan
Museum of Art, xu, 1954, pp. 302-17. (1) J. Lutz and
P. Pedrizet, Speculum Iumanae salvationis, Paris, 1907,
pp. 293 ff. (x2) See Bialostocki, op. cit., p. 39. K615 is his
Cat. No. 118, nb.20. For another list of similar works see
Winkler, op. cit., p. 22, n. 3. See also Mojmir S. Frinta,
The Genius of Robert Campin, The Hague, 1966, p. 117.
(13) Weale, art. cit., p. 180.

PETRUS CHRISTUS

Petrus Christus was born at Baerle (Flanders or Brabant),
¢. 1410 (?) and died in Bruges 1472/3, a burgher of the
latter since 1444. His earliest training could have taken
place in a North Netherlandish milieu. He may have been
active as a studio assistant of Jan van Eyck (died 1441) and
became that master’s most distinguished follower in
Bruges where Christus was dean of the Guild of St. Luke.
His first signed and dated works are the Edward Grymestone
portrait (Gorhambury, Earl of Verulam) and the Carthusian
(New York, Metropolitan Muscum of Art), both of
1446. The artist was influenced by Robert Campin and
Roger van der Weyden, most notably in his Lamenta-
tion (Brussels, Musées Royaux des Beaux-Arts), and may
have been associated with these masters prior to residing
in Bruges. Like Jan van Eyck, Christus reccived patronage
from the many countries whose commerce was linked to
that of the Netherlands. He was probably active in
Southern Europe where his name has sometimes been
identified with that of ‘Piero de Bruges’ who taughe artists
at the Milanese court in 1457.1 Most of his surviving works
were discovered in the nineteenth and twentieth centuries
in Italy and Spain. Although the chronology of his works
is not clear, Christus’ final style, as scen in the Madonna and
Child (Kansas City, Nelson-Atkins Muscum) and the
Death of the Virgin (San Diego, Putnam Foundation), has a
lucid plasticity which may have influenced Italian art as
well as that of the North.2 Despite his somewhat eclectic
art, Christus’ oeuvre has an original, almost Cubist clarity,
making him a leading master of the mid-fifteenth century.
His seven dated works range from 1446 to 1457. The
largest number of his paintings are now in the United
States.

PETRUS CHRISTUS
K 488A/B : Figures 48, 49

DonNoRr AND DoNATRIX (triptych wings, inner sides).
Washington, D.C., National Gallery of Art (1367/68),
since 1956. Oil on oak. Each panel 16} x8%in. (42-0x
21:6 cm.). Extremely narrow strips of wood are added to
the left side of x488a and right side of x4888; these are
covered by their frames. Inscriptions on a woodcut (or
possibly drawing) on the wall refer to Christ and to Saint
Elizabeth of Hungary, who is seen in full-length in white
monastic garb, wearing a crown and holding crowns in her
outstretched arms.® Text on prayer-book is illegible. The
donor’s arms (on a shaped shield suspended from the wall by
ared cord at the upper left) are: Or a chief gules with silver
foliate decorative spiral.# The donatrix’ arms (on a shaped
shield at the upper left) are: Per pale gules and argent, on a
chief or a demi-eagle naissant sable. They belong to the
Vivaldi family of Genoa.’ x488a (Donor): the head was
‘spotted with small holes the size of pin-pricks’ before
recent restoration.® Some arcas of old, discolored in-
painting; vertical join through car. k4888 (Donatrix): well
preserved;; vertical join near donatrix’ elbow. Restored by
Pichetto ¢. 1938.

Suida, p. 170, Cat. No. 75. Reproduced in color in
Seymour, pp. 70-1, pls. 63-4.

First distinguished as navigators in the thirteenth century,
the Vivaldi were one of the largest families belonging to
the Genoese nobility. Linked to mercantile rather than
political interests, the Vivaldi were moncylenders and
traders, cspecially active in Northern Europe and Spain.
Many Vivaldi were members of the Italian colony in
Bruges at least as early as the late fourteenth century and
throughout the fifteenth.” Antonio Vivaldi was a major
Bruges banker in the 14205 and later, lending money to
Philip the Good; Lazzaro Vivaldi, an important Genoesc
merchant, resided there at the same time.? The kneeling
donor in the left wing (x4884) faces to the right, in three-
quarter view, hands joined in prayer, his pattens removed,
on the floor to the left. His dark, rich, full-sleeved robe is
fur trimmed. A very long red chaperon is over his shoulder.
His attire indicates an official position, probably in the
court of the Duke of Burgundy where he may have had
a clerical or humanistic role.? He kneels on the threshold
of a vaulted anteroom; behind him two steps lead up to a
courtyard at the left, where a hilly landscape is seen above
a brick crencllated wall. The main edifice is continued to
the left where a wooden door is seen with three blank
shields and two pairs of windows above, arranged one
over the other. The same floor, paved in pink and gray, is
seen in the foreground, in the raised area behind and on the
other wing. The donatrix in the right wing (x4888) is in a
rich, gallery-like room with inlaid marble panels, and
wears a red velvet, fur-trimmed gown. She wears her
hair under a small, close fitting, peaked helmet-like head-
dress embroidered with lozenges of pearls centered with red
circlets, edged by a gold and black ribbon which also
fastens the coiffure around the ears, all of which is covered
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by a white veil.1® She knecls facing to the left, on a very
small dark-green carpet, before a stone prie-dicu with a
book open upon it. The lady is parallel to a wall at the left
with a colored woodcut of St. Elizabeth of Hungary
attached with sealing wax placed just below the donatrix’
heraldic shicld. A landscape with a V-shaped formation of
birds in the sky is scen through the rectangular aperture
which is at the upper right. A Romanesque arcade with
contrastingly colored colonettes forms part of the window-
like form. It is placed above a wall with rectangular insets
of differently colored stone similar to that of the Virgin
and Child with a Carthusian Donor and Saints Barbara and
Elizabeth (New York, Frick Collection). The tiled floor is
similar to that in K488A.

Fricdlinder certified the authorship of x488a/B as Petrus
Christus’ from ¢. 1460, and included them in his corpus.t
Longhi described the panels as ‘undoubtedly very im-
portant works by Petrus Christus.” He noted ‘strong Italian
influences in the perspective and sense of volume’12
Burroughs wrote ‘the costumes point to a date in the ’60s
. . . in which the glazes are applied in the same, sure manner
as in the Portrait of a Monk’ (New York, Metropolitan
Muscum of Art).}* Suida (p. 170, Cat. No. 75) identified
the subject of the woodcut as St. Elizabeth of Hungary,
suggesting that the donatrix” Christian name was the same.
Hc compared her features to thosc of the female portrait by
Petrus Christus in Berlin (Staatliche Musecn) and noted that
the landscapes in kK488a/B recall those in dated works by
Christus (1452 Annunciation and Nativity, Berlin, Staatliche
Muscen). According to Frankfurter, the lost central subject
of the triptych was probably a Nativity or Adoration
exccuted ¢. 1460. He pointed out that such small altars
commemorated the birth of a child, also indicated by the
youthfulness of the donors whom he believed to have been
recently married as the arms of both are displayed with
cqual prominence.!® Broadley (p. 20) suggested that as the
Kress portraits were discovered in Genoa they ‘may have
been among the many Flemish paintings enthusiastically
collected by Italians during the fiftecenth century.” He
proposcd that the lost central panel showed a Madonna and
Child. Seymour (p. 72) dated the panels c. 1460, stressing the
carly, influential role of Petrus Christus’ art in Italy. It was
suggested by Levenson that the Kress wings belonged with
a Virgin and Child Enthroned with Saints Jerome (2) and
Francis (Frankfurt, Stacdelsches Kunstinstitut). The panel,
an Italianate Sacra Conversazione, measures 46 X 44 in. and
is probably dated 1457 (for this reconstruction sce Text
Fig. 17).18 Cuttler related x488a/B to the Christus Portrait
of a Young Man (London, National Gallery), noting the
artist’s interest in ‘correct perspective’.1® Arguing for the
location of the Kress panels on cither side of the one in
Frankfurt, Lane pointed out that about 4:6 cm. were cut
from the left side of the latter - the absence of this area
would explain some spatial discrepancies. She also sug-
gested that the original frame would have taken up the
difference in size between the central panel and the wings -
4 cm. in height and §-4 cm. in width. The scholar observed
that ‘the treatment of the floor in all threc panels is
identical, with the orthogonals leading to a point centered

in the basc of the virgin’s neck. Secondly, the light source
comes from the left foreground in cach of the three panels
. . . the red brick ballustrade [sic] on the terrace behind the
male worshipper . . . has the same shape and decoration as
that visible through the door in the Frankfurt panel to the
right of St. Francis. The continuous space of the triptych
extends also to the landscapes, which exhibit similar sunlit,
cloudless skies and a green and brown hilly terrain. Further-
more, a descending slope visible through the window in the
right wing appears to complete the hill begun in the scene
behind St. Francis in the Frankfurt panel’? Lanc further
commented that the absence of patron saints in the Kress
wings was found in another donor panel by the same artist
(London, National Gallery) and that the saints in the
presumed central pancl, the Frankfurt Sacra Conversazione -
itsclf an Italian theme - were mediating with the Virgin
and Child for the donors, who witness this intercession
from the wings.18

The central panel to which the wings belong may indeed
be the Frankfurt painting or a related depiction of a Virgin
and Child Enthroned in a setting with interior and extcrior
views.!® On the basis of the wings’ size, the central pancl
must have been almost square in shape. This format, while
it does not preclude an Annunciation (appropriate for a
childless couple), is better suited to a more static subject.
The awkward spatial and figural relationships found in the
reconstruction of the triptych to which the Kress wings
belonged (Text Fig. 17) nced not argue against the corrcct-
ness of this assemblage. Some Bruges diptychs and triptychs
from the sccond half of the fiftcenth century showed such
discrepancies, probably due to some delay between the
exccution of the central and the side panels - the latter
sometimes produced to go with a pre-existing main
painting. The still Eyckian Frankfurt panel could have
been ordered from Christus in Bruges, possibly by Dario
Vivaldi, and the wings added later, perhaps painted by
Christus during his Italian residence. The artist’s name does
not appear in Bruges archives between 1452-63, suggesting
that he may well have been in Italy during these years - a
‘Piero de Bruges’ was recorded at the Milancse court in
1457 and this name has often been linked to Christus.2?
Many of the artist’s paintings recently belonged to Italians,
who probably inherited them from Christus’ Italian
patrons.?! As noted by Lane, 1457 is also the date on the
Frankfurt panel to which the Kress donors apparently
belong. Like his great associate Jan van Eyck, Christus
could alrecady have gone to Italy relatively carly in his
career. An unpublished Nativity in a Swiss private collection
signed and dated 1452, shows Italianatc qualities. Icono-
graphic reasons may also arguc for a probable combination
of the Kress panels with the Frankfurt Sacra Conversazione.
The donatrix’ patron Saint Elizabeth was linked to the
Franciscan Order, whose founder is scen nearest k4888 if
the latter is placed to the right of the German panel. The
rosc is central to the miracles of Elizabeth and is held by
the Virgin, and a rose motif is worked into the border of
the carpet. The gauffered gold edging and other details of
the binding of the donatrix’ book are repeated in the book
held by the saint nearest the donor wing in the Staedel
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painting. In each pair of donor and saint a devotional book
is to be found, in one case held by the donatrix, in the
other by the donor’s patron saint. The Kress panels are
outstanding examples of portraiture by the leading master
of Bruges at mid-century, probably executed ¢. 1457, and,
as noted by Longhi, already indicating Italian influence
upon the Netherlandish artist.

Provenance: Said to have been purchased from a Genoese
family. As the arms in k4888 are those of the Vivaldi, the
panels may have been acquired from the Genoese donatrix’
descendants. Florence, A. Contini-Bonacossi. Kress ac-
quisition 1937. Exhibited — Washington, D.C., National
Gallery of Art, 1951.

References: (x) See Germain Bazin, ‘Petrus Christus et les
rapports entrc I'Italiec et la Flandre au milieu du XVe
sitcle’, Revue des Arts, 11, 1952, pp. 194-208. (2) For the
problem of his chronology see Otto Picht, ‘Dic Datierung
der Briisseler Beweinung’, Belvedere, 1x-X, 1926, pp. 155 ff.;
Panofsky, 1, pp. 308-14. For Christus’ ocuvre sec Max J.
Friedlinder, Early Netherlandish Painting, 1 (notes and
comments by Nicole Veronée-Verhaegen), Brussels, 1967.
Also, Chatles Sterling, ‘Observations on Petrus Christus’,
Art Bulletin, 111, 1971, pp. 1-26. (3) The print does not
correspond exactly with those of the same subject in W. L.
Schreiber, Holzschnitte mit Darstellungen der mannlichen und
weiblichen Heiligen, 11, Leipzig, 1927, p. 85, Cat. Nos.
1407-8 M, most of which include an elaborate nimbus.
For Elizabeth of Hungary sce Bibliotheca Sanctorum, 1v,
Rome, 1964, cols. 1110-22. (4) Arms identified by Jessie
McNab. The only Flemish family known to bear these
arms are the Van Meghem, given in the roll of arms of the
herald Gelre (1370) as one of the Grand Vassals of the Duke
of Brabant; little is known of them in the fifteenth century.
The sitter may be of another origin, as such arms are
recorded as borne by families in other European countries.
The bare shiclds above the doorway in the background may
originally have been painted with arms. A recent discussion
of the heraldic elements is found in Barbara G. Lane,
‘Petrus Christus: A reconstructed triptych with an
Italianate motif’, Art Bulletin, L, pp. 390-3, pp. 391-2.
(5) V. Spreti, Enciclopedia Storica-Nobiliare Italiana, vi,
Milan, 1932, p. 958. (6) Alan Burroughs, Art Criticism from
a Laboratory, Boston, 1938, p. 250. Photographs by Reali
(Kress Archive) show the panels before restoration. The
medium of k488A/8 is sometimes described as emulsified
tempera. The present frames, with their curved tops, cover
the upper corners of the paintings. (7) For their general
financial activity sce Jacques Heers, Génes au XV*® Siecle,
Paris, 1961, pp. 114, 120; Alberto Magnaghi, ‘Vivaldi
(Ugolino ¢ Guido)’, Enciclopedia Italiana, xxv, Rome, 1937,
pp. 524~s. Of the family resident in Genoa orily Dario
Vivaldi is known to have traveled to the Netherlands. 1
should like to thank Florence de Roover and Jacques Heers
for sharing their knowledge of Bruges-Genoa financial
ties with me. Percevallo de’ Vivaldi, banking partner of
Benedetto Lomellini (another prominent Genoese family
trading with the Netherlands) was listed in the Bruges
trade in a letter of 21 Sept. 1392. Sec Raymond de Roover,

s

Money, Banking and Credit in Medieval Bruges, Cambridge,
1948, p. 280. A Cattano Vivaldi was in Bruges in 1304.
Sec Eugenio Lazzareschi, Libro della Comunita dei Mercanti
Lucchesi in Bruges, Milan, 1947, p. 211. (8) See de Roover,
op. cit., pp. 314, 347. Other members of the Vivaldi family
in Bruges were Marco, Piero-Antonio, and Valerio (also
known as Valeriano). Information courtesy of Florence de
Roover. Sce also Joseph Marechal, Bijdrage tot de Geschie-
denis van het Bankwesen te Brugge, Bruges, 1955, p. 49.
An A. Vivaldi, Genoese merchant, was recorded in
Antwerp in 1489. Sec J. A. Goris, Etudes sur les colonies
marchandes méridionales a Anvers de 1488 a 1567, Louvain,
1925, p. 394. Reference courtesy of Dr. A. Schouteet,
Conservator, Stadsarchief, Bruges. (9) His garb is similar
to that of the kneeling author on the frontispicce of the
Chroniques du Hainaut of 144648 (Brussels, Bibliothéque
Royale, MS. 9241) and that of Jan de Witte, advisor to
Charles the Bold and Burgomaster of Bruges (in the
triptych dated 1473, Brusscls, Musées Royaux des Beaux-
Arts). For figures in clerical garb whose attire corresponds
to that of the Kress donor, see L. M. J. Delaissé, ‘Les
“Chroniques de Hainaut” et I'atelier de Jean Wauquelin
. . .y Miscellanea Erwin Panofsky, Brussels, 1955, pp. 21-56,
figs. 1-2, 7. The kneeling figure with the book is identified
as a cleric of the Duke of Burgundy on p. 37. According to
W. Norman Hargreaves-Mawdsley, the sitter’s attire
indicates official status. He noted French influence in his
garb and that in Germany, from 1420 onwards, a red
chaperon was worn over a black gown by persons of
‘academical dignity, lawyers, and cven schoolmasters’.
This is also true in Italy (sec the kneeling man in Joos van
Ghent’s Rlietoric (?), London, National Gallery). Similar
attire is worn by the donor in the Roger van der Weyden
Lamentation (London, National Gallery). Clerics cus-
tomarily received a very small tonsure. Whether or not the
Kress donor had such is unascertainable as the head has
been somewhat restored; some clerics seem to have been
allowed to marry. (10) Stella Mary Newton (Kress Archive,
5/1v[67) dated this headgear as fashionable from 1400 to
the late 1430s and placed her dress not later than 1450.
(xx) Letter of 21/1v/27, Kress Archive. Die altniederlandische
Malerei, x1v, Leyden, 1937, p. 79. The same is repeated in
the English edition (Brusscls, 1, 1967, p. 104). (12) Kress
Archive, 1937. August Licbmann Mayer followed Longhi’s
views. (13) Burroughs, op. cit., p. 250. He believed the date
of 1446 inscribed on the [Carthusian] Monk to be incorrect,
placing the painting at least a decade later. This is highly
unlikely. (14) Alfred M. Frankfurter, ‘Interpreting Master-
pieces; Twenty-four Paintings for the Kress Collection’,
Art News Annual, xX1, 1951, pp. 82-129, esp. pp. 100-7.
(15) Judith Levenson, ‘Petrus Christus and the Rational
Use of Space’, M.A. Thesis, New York University, 1965,
pp- 35~45. (16) Charles D. Cuttler, Northern Painting, New
York, 1968, p. 133. (17) Lane, art. cit., pp. 390-1. (18) Ibid.,
p- 393. (19) For two examples of this group attributed to
Christus sce Fricdlinder, 1967, op. cit., pls. 88 (Madrid,
Prado) and 89 (Madrid, private collection). Sce also the
Boutsian Virgin and Child with Angels (Granada, Capilla
Real). In both of these, the upper part of the throne

resembles the masonry in the right wing (x4888) which is
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Eyckian in source (Virgin and Child with Saints and Donor,
New York, Frick Collcction) as is the landscape vista with
birds in flight. Christus’ Virgin and Child (Kansas City,
Nelson Gallery — Atkins Museum) has a floor similar to
that of k4888, as does the Frankfurt pancl. (20) F.
Malaguzzi-Valeri, Pittori lombardi del quattrocento, Milan,
1902, pp. 89, 217. (21) Sce Germain Bazin, ‘Petrus Christus
et les rapports entre I'Italie et la Flandre au milieu du XVe®
sidcle’, Revue des Arts, 11, 1952, pp. 194~208; C. de Mandach,
‘Un atelier provengal du XVe sidcle’, Monuments et
Meémoires Piot, Xvi, 1909, pp. 196-9; Lane, art. cit., pp.
390-3.

DIERIC BOUTS

Dieric Bouts was born in Haarlem ¢. 1406 and died in
Louvain in 1475.! He established himself in the university
center by 1447 and one of his major works, the triptych of
the Institution of the Eucharist, still remains at the church of
St. Picrre. This painting, dated 1464, is the first surviving
Northern European painting to employ one-point per-
spective. Bouts’s profoundly expressive, austere figures, his
mastery of landscape, especially evident in The Entonbment
(London, National Gallery), and his brilliant portraiture
(Man in a Red Hat, dated 1462, London, National Gallery)
make him one of the greatest Northern masters of his day.

Circle of DIERIC BOUTS
K1897 : Figure 56

DonNor PorTrAIT. Washington, D.C., National Gallery
of Art (1618), since 1956. Oil (transferred from panel to
masonite, with venccred and cradled back). 10} x8in.
(256 X20-4 cm.). Wooden strips in. wide added all
around; considerable abrasion; restoration in area of hair,
car, chin, and background at upper right; vertical join
about 1in. from right side; background has been ex-
tensively restored. Restored by Modestini in 1955.
Suida-Shapley, p. 42, Cat. No. 12.

The donor, facing right, his hands joined in prayer, is
shown to just below the waist. Clad in a red fur-trimmed
coat, with a black scarf over the right shoulder, he is scen
against a dark background.

When k1897 was exhibited in 1906 as by Jan van Eyck,
Fricdlinder noted that the background was overpainted
and that the panel was originally part of the left wing of an
altar. He characterized k1897 as a good Netherlandish
work of ¢. 1450, close to the art of Dicric Bouts, especially
in the rendering of the hands and the uncompromising
cxpression.? In 1925 Friedlinder described the portrait as
worthy of Bouts’s hand and catalogued it as an autograph
work.3 Baldass rclated the heads in Bouts’s Erasmus Altar
(Louvain, S. Pierrc) to k1897, placing the Kress panel
among Bouts’s mature works of 1460-65, exccuted before
the Madonna (Frankfurt, Stidelsches Kunstinstitut) and the
Male Portrait of 1462 (London, National Gallery).4 In
Schéne’s Bouts monograph, the Kress panel was tentatively

given to an artist to whom the scholar assigned a series of
paintings formerly accepted as Bouts’s, most notably the
Arrest of Christ (Munich, Pinakothek). He also noted strong
influence from Hugo van der Goes, suggesting that the
Kress painting may be by yet another master, perhaps the
artist who painted the half-length Virgin and Child (John
G. Johnson Collection, Philadelphia Museum of Art) of
¢. 1470.5 Winkler followed Schone's views, describing the
artist of the Kress donor as similar to Bouts and Van der
Gocs, but not on their level. He also found k1897 close to
the Johnson panel, noting that both placed curious emphasis
on the structure of the knuckles.® The panel was attributed
to Dicric Bouts by Bach, who dated it ¢. 1460.7

The mannered trcatment of the hands of k 1897, assuggested
by Winkler, points away from Bouts’s authorship. Schéne’s
observation that the Donor is by an artist close to both
Bouts and Van der Goces is convincing. The portrait
probably dates ¢. 1470 and was painted by an artist active
in Ghent or Louvain.

Provenance: John Osmaston, Osmaston Manor, Derby,
exhibited — London, Royal Academy, Exhibitions of works
by the old masters and by deceased nasters of the British school,
1879, p. 41, Cat. No. 218, as by Jan van Eyck. Alfred
Brown, Brighton, cxhibited - London, Art Gallery of the
Corporation of London, Works by Flemish and Modern
Belgian Painters, 1906, Cat. No. 4, as by Jan van Eyck (Cat.
by A. G. Temple). New York, M. Knoedler and Co.,
exhibited - Denver, Colorado, Art Museum, Art of the
Middle Ages, 10 Dec. 1950-11 Feb. 1951, Kress acquisition

1052.

References: (1) Wolfgang Schone, Dieric Bouts, Berlin-
Leipzig, 1938; Dieric Bouts, Exhibition Cataloguc, Brussels-
Delft, 1957-58; Max ]. Friedlinder, ‘Dieric Bouts and
Joost van Gent’, Early Netherlandish Painting, m, New
York, 1968. (2) Max J. Fricdlinder, ‘Die Leihausstellung
in der Guildhall zu London...", Repertorium fiir Kunst-
wissenschaft, xx1x, 1906, pp. 573-82, esp. p. 574. (3)
Friedlinder, Die altniederlindische Malerei, 11, Berlin, 1925,
pp. 106~7, Cat. No. 107. (4) Ludwig Baldass, ‘Die
Entwicklung des Ditk Bouts’, Jahrbuch der kunsthistorischen
Sammlungen in Wien, n.s., 6, 1932, pp. 77-114, esp. p. 93.
(5) Wolfgang Schone, Dieric Bouts und seine Schule, 1938,
p. 166, Cat. No. 48. k1807 is p. 170, Cat. No. s4. He also
suggested that the Kress portrait may be by the same hand
as the donor fragment in the Metropolitan Museum of Art
(New York), there attributed to Bouts, which is given to
Ouwater in more recent literature. (6) Friedrich Winkler,
Das Werk des Hugo van der Goes, Berlin, 1964, p. 254.
(7) Otto Karl Bach, ‘Art of the Middle Ages’, Denver Art
Museum Quartcrly, Winter, 1950, pp. 7-8.

HANS MEMLING

Hans Memling was born in Seligenstadt (near Frankfurt);
he died in Bruges in 1494. He may have been trained in
Roger van der Weyden's studio in Brussels, linked to the
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latter by Vasari, before buying the right of citizenship of
Bruges in 1466. Friedlinder suggested that he may have
been in Roger’s studio when the Columba Altar (Munich,
Pinakothek) was completed, before 1463.1 He is listed as
a frce master of the painter’s guild in Bruges in 1468,
about the time of his first certain work, the Donne Triptych
(London, National Gallery). Perhaps the most successful
Bruges artist of the 1470s and 8os, Memling was a brilliant
technician, producing an extremely large ocuvre. Many of
his commissions were for Hanseatic and Italian members of
the mercantile colony of Bruges, where much of his work
remains. Memling’s works are readily recognizable,
although only one of his paintings is completely docu-
mented (Floreins Triptych, S. Jans-hospitaal, Bruges, dated
1479). The Aununciation (New York, Metropolitan
Museum, Lehman Collection) probably dates from 1472
and the Moreel Altar (Brussels, Musées Royaux) from 1484.
The Niemwenhove Diptych (1487, Bruges, S. Jans-hospitaal)
shows Memling’s quiet mastery of the portrait. Mcemling
was dependent upon the traditional art of Bruges, especially
that of Jan van Eyck: he united it with the more fashionable,
later works of Van der Weyden, also incorporating Italian
Renaissance ornament in his last works. His panoramic
panels in Liibeck (1491), Munich, and Turin and the
Reliquary of St. Ursula (Bruges, S. Jans-hospitaal) display
his ability to bring together elements of Netherlandish
art from the International Style of ¢. 1400 to his own
day.?

References: (1) Max J. Friedlinder, Memling, Amsterdam,
n.d. [194?], p. 10. (2) For more detailed biography and
corpus of Memling’s oeuvre, see Friedlinder, Die altuieder-
landische Malerei, vi, Berlin, 1928; Ludwig Baldass, Hans
Memling, Vienna, 1942.

K1840A/B : Figures 51, 50

ST. VERONICA HOLDING THE SUDARIUM; THE
CHALICE OF ST. JOHN THE EVANGELIST IN A NICHE.
Washington, D.C., National Gallery of Art (1125), since
1951. Oil on oak. 12} X9} in. (31-1 X24-2 cm.). Original
borders all around on front and back of panel. x18404:
generally well-preserved; small losses in sky area; rays in
Veronica’s halo arc rubbed;! slight restoration in lower-
most part of red dress. K18408: although well-preserved,
the surface is much darkened duc to discolored varnish
and to discolored old restoration (just above top of
chalice, in niche; in other areas). k1840 was originally
placed to the right of a pancl showing St. Joln the Baptist
in the Wilderness (Munich, Pinakothek No. 652) identical
in size (Text Fig. 14). They must have been scparated
before 1819, when the Munich panel was acquired by
King Maximilian I of Bavaria. An X-ray of the reverse
of the Munich panel shows a skull facing left in a masonry
niche, which would have been turned toward the head of
the serpent in the chalice depicted in x 18405.2

K1840A: reproduced in color Seymour, p. 63, pl. 56.
k1840B: in color in George Ferguson, Signs and Symbols
in Christian Art, New York, 1954, pl. x1.

St. Veronica, in a landscape setting, is richly attired in a
fur-trimmed red dress and blue cloak, wearing a white
turban-like headdress surrounded by golden rays, with a
white cloth under her chin. She is shown in an almost
kneeling pose, looking down at the Sudarium — the white
cloth miraculously imprinted with Christ’s face - which
she displays with both hands.® A small pool is in the middle-
ground at the left, from which a road winds to the right
into the background where a fortified castle is seen. In the
apocryphal ‘Acts of Pilate’, Veronica is identified as the
woman whom Christ freed from the issue of blood
(Matthew 9: 20); but she was associated by Eusebius with
a divinely wrought image of Christ. The legend of that
sacred portrait was devcloped in the thirteenth and
fourteenth centurics; toward the end of this period, the
saint is described as ‘receiving the miraculous image of
Christ’s features when she wiped his face with a cloth on
the road to Calvary.” Known as the Sudarium, the portrait
was the first devotional image to which indulgenced prayers
could be said; Pope John XXII (early fourteenth century)
promised 10,000 days’ indulgence for recital of the hymn
Salve sancta facies, for which several earlicr popes had
already given lesser remission.?

On the reverse (k18408) is a latc medieval golden chalice
with a six-lobed base and a jeweled knob at the centre,
placed within an arched masonry niche, painted as a
trompe Poeil® The chalice with the serpent is the cup of
poison from venomous reptiles given to St. John the
Evangelist, perhaps by the High Priest Aristodemus of the
Temple of Diana at Ephesus, acting for the Emperor
Domitian. The High Priest said that he would follow
John's faith if he could drink the liquid without harm.
After the Apostle made the sign of the cross over the cup,
he drank its contents safely. Living serpents were then
found at the bottom of the cup. In some accounts, the
Evangelist was then exiled to Patmos.®

The Kress panel was ascribed to Memling by Crowe and
Cavalcaselle in 1872; the picturc had been listed as the
Netherlandish master’s in the Demidoff sale.? Friedlinder
included the panel in his Memling studies of 1921 and 1928
when he noted that the Veronica was similar to the one
depicted on the exterior of Memling's Floreins Triptych
(Bruges, S. Jans-hospitaal), but not copied from the latter.®
In 1928 Friedliinder related the Munich panel to a reference
in the Anonino Morelliano recording a small diptych painted
by Memling in 1470 seen in the early sixteenth century in
Padua, in the house of Pietro Bembo.? It showed St. John
Baptist in a landscape with a lamb and the Virgin and
Child in a landscape setting. Valentiner first suggested that
k1840 may have been the companion of the Munich St.
John.1® Heinemann proposed that the Kress panel with its
German companion piece formed the diptych listed in the
Anonimo Morelliano.! The Veronica was not linked with the
Munich St. John by Bazin, who dated the latter ¢. 1470 and
reproduced the Kress panel considerably later in his text.12
Baldass dated the k1840 before the Floreins Triptych
(Bruges, S. Jans-hospitaal, 1479).3* x1840 was placed in
the carly 14705 by Kronig.2 The landscape in k18404 was
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described by Frankfurter as ‘mild Flemish countryside
near Bruges, whose castle is silhouctted on the horizon . ..
[Veronica] is dressed as a devout Flemish bourgeoise, her
headdress indicating a novitiate in an uncloistered order.’
He suggested that Veronica may be a portrait of the donor,
represented in the guise of her patron saint, datable
¢. 1480.1% Sterling did not believe that the Munich St. John
the Baptist was the companion piece to the Kress panel since
the verso of k 1840 shows the chalice - symbol of St. John
the Evangelist. As Vcronica is in a landscape sctting,
Sterling suggested that the companion panel would have
shown St. John the Evangelist on Patmos. He regarded the
Munich St. John as part of the diptych in Pietro Bembo’s
collection. In view of the similar dimensions of the Kress
and Munich panels, Sterling suggested that Memling
painted two small pendant diptychs, one devoted to the
Baptist and the other to the Evangelist.!® Broadley (p. 22)
thought that the chalice side (kx1840B) ‘was originally
associated, probably in a small private altarpiece, with a
pancl devoted to St. John [the Evangelist]’. Seymour
(pp- 62-3) described K18408 as ‘one of the earliest mani-
festations of still-life as a complete and almost independent
genre of painting in the north’, calling the devotional image
held by Veronica ‘a kind of metaphor, in saintly legend,
of the art of painting itself’. According to him the chalice,
symbol of St. John the Evangelist, ‘possibly points to the
man who ordered the painting, more likely a private
individual whose given name was John, than the Bruges
hospital’. Cairns and Walker (Pageant, 1, p. 84) dated
K1840 c. 1480, describing it as probably the right wing of
a diptych. Kermer believed that k1840 and the St. John
the Baptist probably belonged to the same diptych, due to
their identical size, and their corresponding figure scale
and landscapes. He noted that the rocky outcroppings, the
plants in the foreground, the trees in the background, the
meadows and the horizon line are alike in both panels.
Moreover, the stream in the Munich panel is continued to
the upper left of the scated Veronicall? According to
Kermer, K1840B was contemporary with the Veronica side,
but possibly executed by a studio assistant; it was only visible
when the diptych was closed, as customarily the right
wing of fifteenth-century diptychs was closed over the left.
In this event, the skull on the verso of the St. John (un-
known to Kermer) would have hung against the wall. He
noted the Eyckian style of the Chalice side, describing it as
being without parallel in the art of the fiftcenth century.
Kermer dated the Kress panel after 1475.18 Commenting
on the curious fact that the Evangelist’s chalice is shown
without any adjoining representation of that saint, Kermer
rclated the chalice to the later fifteenth-century’s concern
with magic, ‘Dimonomania’, to the vesscl’s miraculous
powers of exorcism.!® The donor of k1840 may, according
to Kermer (p. 187), have been a member of the Hospital
of St. John in Bruges (for which Memling cxecuted many
paintings). He proposes Jan Florcins, who, since 1488, was
Haushofmeister of the Hospital and in this role was the
only member allowed to pour wine.

Baptism and the chalice are often linked by Christ (Matthew
20:22-2; Mark 16:17). Mcmling showed the two St.

Johns in the central panel of the St. John Altar (Bruges, S.
Jans-hospitaal; 1470), the Baptist at the left and the
Evangelist at the right. The two saints also appear on the
wings of the altar commissioned by Sir John Donne
(London, National Gallery), and are the patron saints of
Jan van Eyck’s Altar (Ghent, St. Bavo), completed in 1432.
Small votive altars commissioned by donors named John
may often have involved both the Baptist and the
Evangelist. They are shown in the Braque Triptych (Paris,
Louvre) by Roger van der Weyden. Like k1840, the
triptych also includes the Veronica, next to the Evangelist
and opposite the Baptist. Both the Brague Triptych and
K1840 with its companion piece have a skull painted on
the outer side of the left wing. A skull is also shown on the
back of the right wing of Jan Gossart’s portrait diptych for
Jean Carondelet (Paris, Louvre) of 1517. Possibly the skull
scen by X-ray on the verso of the Munich St. John may
have been accompanied by or have referred to a text of
meditation on vanity and death from the writings of St.
Jerome as quoted on the Carondelet Altar. A strong argu-
ment for the Kress pancl’s belonging to a diptych rather
than a triptych is the fact that the images on its exterior and
the cxterior of the Munich panel would turn away from
each other, the profile of the skull facing left, away from
the serpent head which faces right, if they were placed ina
triptych format. The combination of the scated St. John
at the left and the Veronica at the right is seen on the
exterior of Memling’s Floreins Triptych (Bruges, S. Jans-
hospitaal). In the latter work, the Baptism takes place in
the background of the St. John panel in a rock pool which
is continued in the Veronica pancl. The same pool in the
Munich companion piece to k1840 probably also refers to
the place of the Baptism, while the winding road leading
away from the pool in the Kress Veronica may refer to the
Way to Calvary where the Sudarium was created. As
suggested by Kermer, k1840 may well have been com-
missioned by Jan Floreins. Most writers place the Kress
panel a few years carlicr than the Floreins Triptych (1479),
whose Veronica and John are close to k1840 and its
pendant. k1840 and the Munich panel arc more fresh and
immediate in trcatment than the above, where Memling
works in the decorative style associated with his later
ocuvre. The date of ¢. 1470 (given in the Anonimo Morelliano
for x1840 or a very similar work of Memling) seems
reasonable, since the panel resembles the style of the Donne
Triptych of c. 1468 (London, National Gallery). The Kress
panel, with the St. John in the Wilderness has, as noted by
Krdnig, a clarity recalling the art of Geertgen tot sint Jans.

. The Munich painting is still inscribed with a false ‘signature’

giving it to Geertgen'’s great master Hugo van der Goes.

Provenance: Prince Nicolas de Démidoff, San Donato (near
Florence), (sale, Paris, Collections de San Donato, 1870,
p. 139, Cat. No. 204). Private collection, Florence. Berlin,
Paul Cassirer. Berlin, Matthicsen Gallery. Baron Heinrich
Thyssen-Bornemisza, Schloss Rohoncz, Lugano-Castag-
nola, exhibited ~ Munich, Neue Pinakothck, Sammlung
Schloss Rohoncz, 1930, p. 66, Cat. No. 222 (Cat. by Rudolf
Heinemann). New York, M. Knoedler and Co. Kress
acquisition 1951.
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References: (x) For the original appearance of the rays, sce
the companion piece to k1840, St. John the Baptist in the
Wilderness (Munich, Pinakothek) (Text Fig. 14). (2)
Information courtesy of Dr. Gisela Goldberg, Curator
of the Bayerische Staatsgemildesammlungen (Munich).
(3) For Veronica and the Sudarium, sce Karl Pearson, Die
Fronica: Ein Beitrag zur Geschichte des Christusbildes im
Mittelalter, Strasbourg, 1887. He notes that in Memling’s
Veronica on the exterior of the Floreins Altar (Bruges, S.
Jans-hospitaal), the artist shows the Byzantine representa-
tion of the face of Christ, omitting the crown of thorns and
other indications of the Passion which were often included
in the carly fifteenth century in the West (pp. 110-11,
Cat. No. 59). This is also true for K1840. Sce also Réau, m,
3, pp- 1314-17. (4) Pecarson, op. cit., pp. 69 ff.; see also
Sixten Ringbom, Icon to Narrative, Abo, 1965, pp- 32 fF;
Wolfgang Kermer, ‘Studien zum Diptychon in der
Sakralen Malerei von den Anfingen bis zur Mitte des
Sechzehnten Jahrhunderts’, Inaugural-Dissertation for
Ph.D., Eberhard Karls University, Tiibingen, Neukirchen-
Saar, 1967, pp. 185, 292-3, n. 35; pp. 139-41, Cat. No. 139.
(5) See copper-gilt chalices in Brussels (Musées Royaux
des Beaux-Arts) and Ecouis (Orfévrerie Religieuse et Civile,
Exposition Retrospective d’Art Industriel, Brussels, 1888, pl.
xx; Jean Taralon, Treasuires of the Churches of France, New
York, 1966, pp. 34-5). A similar chalice is held by St.
John the Evangelist in the inner right wing of Memling’s
Donne Triptych of ¢ 1468 (London, National Gallery).
(6) See The Golden Legend of Jacobus de Voragine, trans. and
adapted by Granger Ryan and Helmut Ripperger, London—
New York-Toronto, 1941, 1, pp. $8-64; and Heinrich
Detzel, Christliche Ikonographie, Freiburg-im-Breisgau,
1896, 11, pp. 143-4. (7) J. A. Crowe and G. B. Cavalcaselle,
The Early Flemish Painters, London, 1872, p. 299. (8) Max
J. Friedlinder, Von Eyck bis Breugel, Berlin, 1921, p. 188;
Die altniederlindische Malerei, vi, Leyden, 1928, ‘Memling —
Gerard David’, p. 125, Cat. No. 46. (9) Der Anonimo
Morelliano (Marcanton Michiels” Notizia d’opere del Disegno),
cd. Theodor Frimmel, Vienna, 1896, p. 20. ‘In casa di
Misser Pietro Bembo. El quadretto in due portelle del San
Zuan Baptista vestito, cun lagnello che sicde in un paese
da una parte, ct la nostra donna cun cl puttino da laltra
in un altro pacse, furono de man de Zuan Memeglino,
lanno 1470, salvo cl vero.” Although the Kress panel
shows the Veronica rather than the Virgin and Child, it
may nonetheless have been part of the diptych seen by the
Anonimo in Padua, as not all his descriptions are accurate.
(r0) William R. Valentiner, Unknown Masterpieces in
Public and Private Collections, New York, 1930, 1, p- 37- The
anonymous author of ‘La Vie artistique 3 I'Etranger’, La
Revue de I'Art ancien et moderne, LVIII, 1930, pp. 415-22,
csp. p. 415, accepts the reconstructed diptych as does
August Liebmann Mayer, ‘Die Ausstellung der Sammlung
“Schloss Rohoncz” in der ncuen Pinakothek, Miinchen’,
Pantheon, v1, 1930, pp. 297-321, esp. p. 308. (xI) Rudolf
Heinemann, Sammlung Schloss Rolionez, Lugano-Castag-
nola, 1937, p. 104, Cat. No. 281. (12) Germain Bazin,
Memling, Paris, 1939, pls. 4, 12. (13) Ludwig von Baldass,
Hans Memling, Vienna, 1942, pp. 20, 42. He did not belicve
it to be part of the Padua diptych. This view is followed

by the catalogue Flanders in the Fifteenth Century, Art and
Civilization, 1962, p. 144.(14) Wolfgang Kronig, ‘Geertgens
Bild Johannes des Tiufers’, Das Miinster, vii-vii, 1950,
pp- 193-206, esp. p. 198. (15) Alfred M. Frankfurter,
‘Interpreting Masterpieces: Twenty-four Paintings from
the Kress Collection’, Art News Annual, xx1, 1951, pp. 82~
129, esp. pp. 102, III. (16) Charles Sterling, La Nature
Morte, de Uantiquité & nos jours, Paris, 1952, p. 27, n. 33.
(x7) Kermer, op. cit., p. 140. (18) Ibid., pp. 140-1, pp. 186-7.
(19) Ibid., p. 16. For fiftcenth~century hymns, prayers and
folk-lore concerning the Evangelist’s chalice sce Kermer,

op. cit., pp. 293—4, . 42.

HANS MEMLING
k2088 : Figures 52, 53

THE PRESENTATION IN THE TEMPLE. Washington,
D.C., National Gallery of Art (1389), since 1956. Oil on
oak panel, cradled at an unknown date. 23%X19 in.
(59-8 X48-30 cm.). Original borders on all sides except
right cdge. Very well preserved; minor losses in head of
Anna, drapery of priest and of St. Joseph; some losses at
the top; % in. round dull spot on third column from left.
Restored by Suhr prior to acquisition.!

Suida-Shapley, p. 148, Cat. No. 49. Reproduced in color
in Art News, LV, 1956, p. 34 and in Pageant, p. 83.

Standing at the extreme left, Joseph holds a wicker cage
with the pair of sacrificial pigeons (Luke 2:24). The
Creation and Fall of Man are shown in stained glass
quatrefoils in the lancet windows behind him. At the
center, Mary holds the Christ Child out to Simeon, the
just and devout man who came to the Temple to see
the Lord (Luke 2:25-33). The prophetess Anna is shown
between Mary and Simeon, standing slightly behind the
latter (Luke 2:36-8). The window above Anna and Simeon
shows a standing haloed figure - possibly the Redecmer.
At the upper right a bare-headed man in fifteenth-century
attirc witnesses the scene. Standing at the extreme right
behind Simeon is a prophet-like, bearded man, the priest,
with turbaned headdress and a belt or phylactery wound
around his left hand. Two bejeweled girls, in fifteenth-
century attire, with elaborate, ermine-trimmed velvet robes,
stand to the right, one holding a lighted twisted taper.
Stained glass ovals in the window above include a male
saint in white. The panel illustrates the following passage
from St. Luke (2:22): “And when the days of her purifica-
tion according to the law of Moses were accomplished,
they brought him [the infant Jesus] to Jerusalem, to
present him to the Lord’.2 The pensive expressions of all
the participants in the Presentation is due to the prophecy
of Christ’s Passion by Simeon and Anna.?® The Temple’s
exterior and nave arc carly Gothic in style; it is scemingly
unfinished at the upper right. The immediate foreground,
where the Presentation takes place, is Romanesque, with
richly colored columns.

In 1823 the Kress pancl was described by Bockh as The
Circumcision by Jan van Eyck? According to Waagen,
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K 2088 was a somewhat hard copy with ‘some unfortunate
modifications’, made by a member of the studio of Roger
van der Weyden after that master’s panel in Munich (right
wing of the Columba Altar)5 It was also viewed as a
replica or copy of the right wing of the Columba Altar by
Crowe and Cavalcaselle.S The artist of x2088 was char-
acterized by Friedlinder as ‘a first rate follower of Roger
van der Weyden, active ¢. 1470, whose soft and phlegmatic
style differed from Roger’s and was parallel to that of
Memling’.” Hulin de Loo first attributed the Kress panel
to the young Hans Memling, believing the latter to have
exccuted the Presentation while in the studio of Roger van
der Weyden.8 He reconstructed the original setting of
K2088 as the inner right wing of a portable triptych with
a now cut-down Annunciation (Burrell Collection, Glasgow
Art Gallery and Museum) at the extreme left, and an
Adoration of the Magi (Madrid, Prado No. 1558) at the
center (see Text Figs. 154, ), all three panels being freely
adapted from Roger van der Weyden’s Columba Altar.
Hulin de Loo viewed the Kress panel and the associated
Annunciation and Adoration of the Magi as the missing link
between Memling’s clearly identifiable art in Bruges and
those works in which his style was totally subordinate to
Roger’s.? He raised, but discounted the possibility that the
three panels might be by a Memling pupil. The painting of
the girls’ heads in k2088 is attributed to Roger van der
Weyden by Hulin de Loo, who found them close in style
to Roger’s Portrait of a Lady (Mellon Collection, Wash-
ington, D.C., National Gallery of Art) and to another in
London (National Gallery). He belicved the composition
of k2088 was so planned as to include these portraits by
Roger, the rest being painted by his assistant, Memling
who at the time of the Columba Altar was in the master’s
studio (before 1463). The bulk of the above argument was
accepted by Fricdlinder, but he placed the reconstructed
triptych among works whose authorship was uncertain,
describing it as an altar executed by Memling in Roger’s
studio before 1464.1° He and Destrée followed Hulin de
Loo in giving the girls’ portraits to Roger van der Weyden
himself.?* The Kress panel is described by Baldass as
executed in the 1470s under Roger’s influcnce, painted in
its entircty by Memling.? Expanding Hulin de Loo’s
reconstructed triptych (from left to right: the Burrell
Annunciation, the Prado Epiphany, k2088) to a polyptych,
Friedlinder added a Rest on the Flight (Burrell Collection,
Text Fig. 15¢) and a Nativity (Birmingham, City Art
Gallery; formerly Sir John Heathcote-Amory, Text Fig.
15D). A six-part altar devoted to the Infancy of Christ has
been proposed by Veronée-Verhacgen in which the upper
register, from left to right, showed the Annunciation, Epi-
phany, and Presentation (k2088); the lower register showed
an unknown subject, the Nativity, and the Rest on the
Flight. She listed k2088 as ‘a doubtful work of Memling’.13
Picht dated k2088 . 1470-80. It was catalogued as from
the workshop of Roger van der Weyden by Wilezek.14
The Kress panel was attributed by Tolnay to a follower of
Roger van der Weyden, Vrancke van der Stockt.!®
Panofsky rejected the above, sceming to adhere to Hulin
de Loo’s views concerning K2088.1¢ Suida-Shapley (pp.
128, 130, Cat. No. 49) listed the painting as exccuted in

its entirety by Mcmling, ¢. 1463, noting that the girls’
portraits agree in style with the rest of the panel. k2088
was described in 1960 as closest to the art of the
Bruges Master of 1473, indicating that he may have been
its author.1? Seymour (p. 64) noted that in the Kress panel
‘the painter makes usc of architectural style to make a
statement in his imagery. The “Temple” in which the
ceremony takes place symbolizes the Old Order and as
can casily be observed has the rounded arches and figured
capitals of the “old” Romancsque style of architecture.
Just beyond with stained glass windows to let in the Light
is a choir of “new” Gothic design which symbolizes the
New Order under Grace which the Saviour introduces on
this earth.”8 Walker (p. 100) described the Presentation as
among the best preserved of Flemish primitives and
favored assigning the girls’ portraits to Roger’s hand.
He noted that the stained glass windows in the back-
ground illustrate the Fall of Man, while the cvent in the
foreground points to the Redemption. He dated the panel
¢. 1463.

The two portraits in the Presentation are, as often noted,
more brilliantly exccuted than the rest of x2088. Rather
than indicating two hands, this difference probably points
to the enriching stimulus of painting from living models
as opposed to reworking a conventional composition with
its standard physiognomical types. The girls’ attirc was
fashionable in France and Flanders from the 1460s to the
1480s, as seen also in a late portrait by Petrus Christus
(Berlin, Staatliche Museen) and in a portrait of the second
wife of Jan de Witte, the Burgemeester of Bruges (Brussels,
Musées Royaux des Beaux-Arts), painted in 1473.1° The
gitl with the candle scems to anticipate the Candlemas
(2 February), in which the Canticle of Simeon (Luke 2:29)
is sung, cclebrating the entry of Christ, the light of the
world, into Jerusalem.?? In addition to the girls at the left,
long recognized as donor portraits, the young man standing
at the right in contemporary attire should also be scen as a
donor of the altarpicce to which k2088 originally belonged.
Although the presence of several adult male donor
portraits in k2088 and its presumed companion piece, the
Nativity (Birmingham, City Art Gallery), might seem to
argue against their being in the same series, Memling’s
large Epiphany Triptych (Prado) also shows various adult
male donors in the central and right (Presentation) panels.
Memling executed two other depictions of the Presentation:
the right wing of the Epiphany Triptych (Prado No. 1557)
and that of the Floreins Epiphany Altar (Bruges, S. Jans-
hospitaal). Like k2088, they arc very frecly adapted from
the right wing of Roger’s Columba Altar. Both are more
vertical and less complex in composition than x2088 and
closer to Roger’s format. Only k2088, like the Columba
Altar, includes the Simeon cpisode and the candle-holding
figure, depicted by Roger as Joscph. The Kress panel’s
figures arc ncarer the foreground; its symbolic archi-
tectural features and oblique view, both characteristic of
the western Netherlands, are absent in Roger’s work.

According to Hulin de Loo, the Prado Epiphany was at
the center, the Aununciation at the left and the Kress pancl
at the right. Adding the Nativity and Flight into Egypt as
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proposed by Friedlinder, the sequence would probably be,
from left to right: Aununciation, Nativity, Epiphany, Flight
into Egypt and Presentation.®!

The Rest on the Flight into Egypt appears to be inferior in
quality to the other panels, and may be by a different hand,
possibly by Roger’s Brussels successor Vrancke van der
Stockt, to whom k2088 has been given by Tolnay. Vrancke
was recorded in Bruges in 1468, the year when Memling
is first documented as an independent master. The artists
may perhaps have collaborated on the cycle to which the
Kress panel belonged. Of the four other scenes, the
Presentation is especially close to the Epiphany (Prado, Text
Fig. 158). Joseph is much the same and the motif of a hand
with belt or phylactery is shared (to the right in both).

Although its authorship is not entirely certain, this panel
may be the first known work of Memling, cxecuted while
his experience in Roger van der Weyden'’s studio was still
freshly in mind. This influence is most noticeable in the
brilliantly painted portraits of the girls of the donor’s
family, whose headdresses suggest French as well as Flemish
fashions.

Provenance: Count Rudolf Czernin von Chudenitz, Vienna
(probably purchased from Edward Solly),®* cxhibited -
Vienna, CX. Ausstellung der Vereinigung Bildende Kiinstler
Wiener Secession: Drei Jalirhunderte Viimische Kunst, 1400~
1700, 11 Jan.—23 Feb. 1930, p. 26, Cat. No. 31, as by
Memling. New York, Wildenstein and Co. Kress ac-
quisition 19535.

References: (1) Walker noted that the X-rays of the two
girls in k2088 indicate a higher concentration of lead white
than in other parts of the panel, possibly indicating their
being by Roger van der Weyden while the rest of the panel
is Memling’s. John Walker, “The Nation’s Newest Old
Masters’, The National Geographic Magazine, cx, 1956,
pp. 619~57, esp. p. 644. (2) For Presentation iconography,
sece Dorothy Shorr, ‘“The Iconographic Development of
Temple Presentation’, Art Bulletin, XxviiI, 1046, pp. 17-32.
Shorr noted that in Northern European art a conflation of
Simecon and the High Priest was often made from the time
of Broederlam (Dijon, Musée de la Ville) onward (p. 29).
The origin of this type may be the Apocryphal literature in
which Simeon is described as Priest of the Temple.
(Protoevangelium xxiv). See also Réan, 1, 2, pp. 261-6.
(3) In addition to the Gospels, sce the fourteenth-century
Meditations on the Life of Christ (trans. and ed. by Isa Ragusa
and Rosalic B. Green, Princeton, 1961, Chap. x1, ‘Of the
Purification of the Blessed Virgin’, pp. $6-65) for this
theme. (4) Franz Heinrich Bockh, Merkwiirdigkeiten der
Haupt- und Residenz-Stadt Wien und ihrer ndichstcn
Umgebungen, 1, Vienna, 1928, p. 294, Cat. No. 49, in the
Czernin Collection. (5) Gustav Friedrich Waagen, Die
vornehmsten Kunstdenkmdler in Wien, 1, Vienna, 1966, p. 306,
Cat. No. 27. (6) J. A. Crowe and G. B. Cavalcasclle, The
Early Flemish Painters, London, 1872, p. 219. (7) Max J.
Friedlinder, Die altnicderldndische Malerei, 1, Berlin, 1924,
p. 119, Cat. No. 85. In the English edition (notes by Nicole
Veronée-Verhacgen, 11, 1967), k2088 is in Catalogue C:

Imitations and copies after Roger (p. 77, Cat. No. 8s).
(8) Georges Hulin de Loo, ‘Hans Memling in Rogier van
der Weyden's Studio’, Burlington Magazine, Lu, 1928, pp.
160~77. For links between Memling and Van der Wey-
den, see also Max J. Friedlinder, ‘Noch etwas iiber das
Verhiltnis Roger van der Weydens zu Memling’, Oud-
Holland, vx1, 1946, pp. 11-19. Further support for Hulin
de Loo’s assumption that Memling worked with Van der
Weyden may be found in an inventory of 1516, describing
a triptych in which the central panel was by Roger and the
wings by Memling (cited by Friedlinder, Memling,
Amsterdam, n.d., pp. 5-6. (9) According to Hulin, these
are The Virgin in Red (ex coll. Renders) and Virgin in Red
with Two Angels (Mellon Collection, Washington, D.C.,
National Gallery of Art). (10) Max J. Friedlinder, Die
altniederlindische Malerei, vi, Berlin, 1028, p. 133, Cat.
No. g9b. (x1) Jules Destrée, Roger de la Pasture van der
Weyden, Paris, 1930, 1, p. 163; Max Eisler (‘The Exhibition
of Three-Hundred Years of Flemish Art in Vienna’,
Apollo, 1, 1930, pp. 185-91, esp. pp. 188-9) also concurred,
as did Gustav Gliick, ‘Drei Jahrhunderte flimische Malerei’,
Belvedere, 1x, 1930, p. 75. (12) Ludwig von Baldass, ‘Drei
Jahrhunderte flimische Malerei’, Pantheon, v, 1930, p. 132.
(13) Friedlinder, ‘Ein Jugendwerk Memlings’, Pantheon,
V1, 1931, p. 186. This information was repeated in his Die
altuiederlindische Malerei, x1v, Leyden, 1937, p. 102, and
Memling, op. cit., pp. 4-11. The Rest on the Flight into Egypt
(238 X19% in.), listed by Friedlinder in a private French
collection in 1930, was acquired by Sir William Burrell in
1936 and given by him to the Glasgow Art Gallery. He
also acquired the Annunciation (23 X14in.) in 1948, and
gave it to Glasgow. See William Wells, ‘Sir William
Burrell’s Purchase Books (1911-57)°, The Scottish Art
Review, 1x, 1963, pp. 19—22. The Nativity came from Thos.
Agnew and Sons, Ltd., included in their Sunmer Exhibition,
London, 1948, p. 4, Cat. No. 7. The Nativity was dated
c. 1465 by F. M. Godfrey (‘The Heathcote-Amory
Collection’, Apollo, Lxx1, 1965, pp. 140-3, esp. p. 142),
exccuted by Memling while in Roger’s shop. According
to the English edition of Max J. Friedlinder, ‘Hans
Memling and Gerard David’, Early Netherlandish Painting,
v, part 1, ed. Nicole Veronée-Verhaegen, Leyden-Brussels,
1967, k2088 (Cat. No. 998, p. 57) is listed under ‘Doubtful
Works of Memling’. (14) Karl Wilczek, Katalog der Graf
Czernin’schen Gemdldegalerie in Wien, Vienna, 1936, pp.
100-1, Cat. No. 27. He quoted Picht. (15) Charles de
Tolnay, ‘Flemish Paintings in the National Gallery of Art’,
Magazine of Art, XL1, 1941, pp. 174-200, csp. p. 200, n. 39.
(x6) Panofsky, 1, p. 479, n. 10. (17) Flanders in the Fifteenth
Century, Art and Civilization, Detroit, 1960, p. 139. (18)
For such architectural symbolism, see Panofsky, 1, pp. 134~
140 and p. 412, n. 1352. (19) Sec also the donor of the
Anna Selbdritt by the Master of the St. Ursula Legend,
dated 1488 (New York, Metropolitan Museum of Art).
This fashion was also worn by the wives of members of the
Italian merchants’ colony in Bruges (Portinari, Baroncelli).
(20) See Frederick G. Holweck, ‘Candelmas’, Catholic
Encyclopedia, 111, 1908, pp. 245~6. Candlemas, the Presenta-
tion of Christ, and the Purification of the Virgin are the
same feast. (21) Another possible indication of the original
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format of the series to which k2088 belonged is a horizontal
panel after Campin (Hoogstraeten, Parish Church) in which
five major scenes from the Life of Saint Joseph arc placed
next to one another; those at the extreme left and right are
seen with an oblique architectural setting. See the re-
production in the English edition of Friedlinder’s Die
altniederlindische Malerei, 1, 1967, pl. 103. (22) Bockh,
op. cit., pp. 294~5.

Copy after MEMLING
K1581 : Figure 58

THE PAssioN (Triptych). Williamstown, Massachusetts,
Williams College, Lawrence Art Museum, Kress Study
Collection, since 1960. Oil (?)! on pine panel. Center:
273 X213 in. (69-8 X55-2 cm.). Wings: 274 X9} in. each
(69-8 X23:5 cm.). Engaged frame. Coats of arms on
exterior wings: argent a cross ancrée gules voided of the
ficld. Crest, an cagle rising gules winged argent, langued
gules (Peter van Nieuwmunster). Gules three spur-rowels
collared of the same argent, the rowel in base for Helena
van Crombrugge.® Vertical join in central panel through
mocking figure at right. Restored by Modestini in 1953.

The Kress panels illustrate the Passion in twenty-one scenes
including, in chronological order (generally from left to
right), the Entry of Christ into Jerusalem in the extreme upper
left corner of the left wing; the Expulsion of the Money-
changers at the upper left of the central section; Judas’
Payment to the upper right of the left wing; the Last Supper
in the center of the left wing; the Agony in the Garden
immediately below; the Arrest of Christ and the Kiss of Judas
in the lower part of the left wing; Christ Before Pilate and
the Release of Barabbas left of center in the central panel; the
Flagellation at the center; the Crowning with Thorns just to
the right; the Ecce Homo; The Judgment Hall of Pilate in
the right central part of the central panel; the Making of
the Cross below the Flagellation in the central panel; the
Way to Calvary beginning at the bottom of the central
panel; Simon of Cyrene assisting Christ at the bottom of the
right wing; the Nailing to the Cross at the upper right of
the central panel; the Crucifixion above, with the swooning
Virgin; the Deposition at the upper left of the right wing;
the Entombment below; the Descent into Limbo right of
center in the right wing; the Resurrection just above; the
Noli me tangere above it; the Road to Emmaus near the top.

k1581 was sold in 1902 as of the School of Memling.
Weale believed it to have been painted in 1637 for Peter
van Nieuwmunster and Helena van Crombrugge (their
arms are on the shutters), copied after the Passion now in
Turin® The Kress triptych is almost identical in com-
position to a single horizontal panel of the Passion by
Memling himself (Turin, Galleria Sabauda) with donor
portraits of Tommaso and Maria Portinari at the lower
left and right. The major differences are: k1581 omits a
scene of the Denial of Peter to the left of Christ Before Pilate
in the Turin painting; scems to omit Christ Calming the
Waters (at the extreme upper right of the Turin panel).

As the Turin pancl was in Italy since at lcast as early as the
sixteenth century, k1581 may have been based upon a
similar work or copy, possibly thc Passion altarpicce
painted for Guillaume Vrelant by Memling in 1478, still
in Bruges in 1624. Theintricate, miniature-like composition
was a popular work and several old copies survive.

As the Kress triptych is on pine - never found in the
Netherlands - it may have been executed elsewhere in the
late sixteenth or seventeenth century. The Memling com-~
position upon which k1581 is based has been cited by
several writers as reflecting the stage settings and per-
formance of mystery plays in the late fifteenth century.®
The Kress panel is a rather coarse, late adaptation of
Memling’s well-known composition, dividing that great
panorama into three sections for use as a triptych.

Provenance: Peter van Nieuwmunster and his wife Helena
van Crombrugge in 1672; cxhibited - Bruges, Exposition
des Primitifs des Pays-Bas, 1864.% Otlet (Sale, Brussels, Salle
Sainte-Gudule, Catalogue des Tableaux ...de la vente
Collection Otlet, 19-20 Dec. 1902, p. 10, Cat. No. 2).7 Sold
at Christic’s 1903 (London, Catalogue of Old Pictures, the
Property of a Gentleman . . ., 24 Jan. 1903, p. 22, Cat. No.
138) to Graham. Baron Raoul Kuffner, Dioszegh Castle,
Hungary.8 New York, Drey Gallery. Kress acquisition
1948. Tucson, Arizona, University of Arizona, Museum of
Art, 1953-57. Williamstown, Massachusetts, Williams
College Muscum of Art, since 1960.

References: (1) The craquelure resembles that of tempera.
(2) The arms were first identified by W. H. James Weale,
‘Memlinc’s Passion picture in the Turin Gallery’, Burlington
Magazine, x1, 1908, pp. 309-11, esp. p. 310. Weale dated
both the painting and the arms 1637. (3) The latter was,
mistakenly, thought by Weale to have been the altar
commissioned by Guillaume Vrelant for the Booksellers’
Guild Chapel in St. Bartholomew’s Church (of the
Augustinian Canons) in Bruges in 1478, which was re-
moved from its original location and sold in 1624. Weale
wrongly identified the Vrclant panel with the Memling
Passion at the Dominican monastery at Bosco near
Alessandria (Piedmont) which went to the collection of
King Victor Emmanuel in Turin c. 1814; it entered the
Regia Pinacoteca, Turin, in 1832. The provenance of the
Turin painting is corrected by C. Arti and E. de Gerardon
(Les Primitifs Flamands, Corpus ..., II, Part 5, La Galerie
Sabauda de Turin, Brussels, 1962, p. 17). The Turin panel
is perhaps the onc mentioned by Vasari (ed. Milanesi, v,
p- 580, n. 6) as in Cosimo de’ Medici’s collection and may
also be the panel of unidentified subject given by Vasari as
having been commissioned by Tommaso Portinari (1, pp.
184~5) for Santa Maria Nuova, Florence. Cosimo’s painting
left the ducal collection ¢. 1570 and was given to Pope
Pius V. From this point on the provenance is that given by
Weale. The Vrelant panel had two scts of wings with donor
portraits (now lost) (see Weale, op. cit., pp. 309-11). (4) One
was owned in 1908 by Langton Douglas and included an
Augustinian donor portrait (Weale, op. cit., p. 310); another
was in a Barcelona private collection, a third in the collec-
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tion of ex-King of Italy Umberto II (sce Artt and de
Gerardon, op. cit., p. 17). According to Weale (op. cit.,
p- 310, n. 7), ‘a carcful tracing of the centre panel with
notes indicating the colours is preserved in the Print Room
of the British Muscum’, but it is not in A. E. Popham’s
catalogue (British Museum, Catalogue qf Drawings by Dutch
and Flemish Artists, London, 1915— 32, V). (5) ﬁgmllc Mile,
‘Le renouvellement de I'art par les “mystéres” 3 la fin du
moyen Age’, 3, Gazette des Beaux-Arts, 3me sér., xxxi,
1904, pp. 282-301, esp. p. 202. Sce also Jacques Mesnil,
‘Les Mysteres et les arts plastiques’, 2, L’Art Flamand et
Hollandais, x11, 1909, pp. 97-199, esp. p. 105; Oskar Fischel,
‘Art and the Theatre’, 2, Burlington Magazine, Lxv1, 1935,
pp- 54-67, esp. p. 54. (6) Weale, op. cit., p. 310. (7) At the
time of acquisition the Kress triptych was believed to be
another version of the Passion triptych in the Otlet sale
because the latter was listed as 125 cm. wide while the
Kress triptych painting is approximately 102 cm. wide.
Mrs. Henry Howell, Jr. of the Frick Art Reference Library
(letter of 10fin/ss) noted that the Otlet and Kress pictures
were identical in height and comparison of photos proved
them to be similar in composition; therefore there had
been a misprint in the Otlet sale catalogue of 125 cm. for
102 cm. (8) Sold prior to Kuffner sale at Parke-Bernet
Gallerics, Nov. 1948. The painting may have been
purchased by the Baron’s father, a well-known collector,
after the Christie sale.

THE MASTER OF THE ST. LUCY
LEGEND

The Master of the St. Lucy Legend was named by
Friedlinder after the altar of 1480 showing scenes from the
Life of St. Lucy, for the church of St. Jacob (Bruges).! The
painter was probably active into the early years of the
sixteenth century. His ocuvre is distinguishable by slender,
somewhat impassive female figures, often shown with
extremely long, straight, red-blond hair and almost mask-
like faces. The Bruges artist’s work is influenced by
Netherlandish masters of the 1460s and 1470s; his coloring
is unusually bright and decorative and his art, like that of
the St. Ursula Master, is close to Memling’s. A Spanish
residence for the St. Lucy Master was first proposed by Post
in view of the many works by him which came from Spain
and the Iberian physiognomies of his male figures.2
Verhaegen noted that several of the master’s paintings
include the Bruges belfry in various stages of completion,
making them readily datable.® She suggested the St. Lucy
Master may have made one or more trips to Spain and that
he could also have trained young Spanish artists in his
Bruges atelicr, pointing out that the major part of the
artist’s oeuvre was destined for export. According to
Eisler, Michiel Sittow may have worked under the St.
Lucy Master in Bruges.* Two of the St. Lucy Master’s
largest works were commissioned for a church in Reval
(Tallin, Estonia), Sittow’s birthplace. The two Northern
artists could also have collaborated in Spain. More than
twelve of the St. Lucy Master’s works or those of his
studio are in the United States.

THE MASTER OF THE ST. LUCY
LEGEND and Assistant

K1689 : Figures 54, 55

THE AsSUMPTION AND CORONATION OF THE IM-
MACULATELY CONCEIVED VIRGIN. Washington, D.C.,
National Gallery of Art (1096), since 1952. Oil on oak.
85 X73 in. (215-9 X185-4 cm.). Original borders all around;
in original frame.5 Escutcheon of Conde de Haro said to
have been placed in space at the top center of frame. For
its large size, well preserved; has extremely small losses
throughout.® Cleaned and restored by Modestini in
1950/s1. Inscribed between the second and third lines of
the alto clef music sheet held by the angel to the upper left
of Mary: A[ve] regina celorum, followed by three illegible
words. The angel points to this line with the right index
finger.? Music in tenor clef held by the angel to the upper
right of Mary is inscribed: A[ve] at the beginning of the
first line; Tenor between the first and second lines; regina
between the second and third.®

Suida, p. 182, Cat. No. 80. Reproduced in color in
Treasures, p. 59; Pageant, p. o1; detail in Seymour, p. 69,
pl. 62.

The Virgin, her cyes downcast and hands folded in prayer,
wearing a jewcled diadem in her long hair, is shown in a
gem-studded, gold-bordered blue cloak and red robe. She
stands upon a crescent moon with a sun-like halo around
her head, surrounded by twenty-one angels with multi-
colored wings, all scen against a bright blue sky with
white clouds. Six of the largest angels are at the left and
right of Mary touching her; one at the upper right wears
a coronet, a richly brocaded gold fringed cope (its orphreys
embroidered with single saints), alb-like garment, and a
jeweled quatrefoil morse; at the lower right, another in
long-slecved brocaded vestments grasps the right horn of
the moon with the right hand; Gabriel (?) at the upper left
with peacock trimmed wings, wears a brocade cope with

jeweled suns on the orphreys and a circular jeweled

morse; the angel at the lower left resembles one at the
upper right. The pairs of smaller angels to the immediate
upper left and right of Mary sing the alto and tenor parts
from the beginning of an Ave Regina. The music-holding
angel to the left wears a cope with embroidered saints on
the orphreys fastened by a circular morse showing God the
Father enthroned surrounded by flame-like rays. ‘All
along the lcft and right margins of the picture there are
eight angels, four on each side: left, from bottom to top -
organctto with the ranks of eighteen pipes each; a trumpet,
of which only the mouthcup and the upper end of the coil
arc visible; a large (tenor?) shawm; a harp of typical
Gothic shape. On the right side from top to bottom there
arc a medium-sized (alto?) shawm; a five-stringed vielle
(the angel wears a dalmatic); a small (treble?) shawm; and
a small nine-stringed lute.”® The angel to the left of the
latter plays a wind instrument. The Trinity in Heaven is
scen through an encircling cloud band above Mary’s head.
Her crown is held by the Father and Son, both in identical
regal red, gold-bordered robes, one with crown and



62 EARLY NETHERLANDISH SCHOOL: XV-XVI CENTURY

scepter. The Holy Ghost flies immediately above. The
Trinity is seated on a throne covered by rich brocade, held
by threc flying angels in plain, bluish-white garb. The
throne rests on a floor of red and green jewel-like tiles.
Five identically robed angels (a Kinderchor?) are to the left
of the Trinity, singing from a song-book held by the two
in the foreground.!® Just before the little choir are six
wingless angels in rich copes with embroidered clipei
(one of which shows the Epiphany), all singing from a
chorale on a music-stand betwcen the first two angels.
Winternitz suggested that this group sings in a lower voice
than the little choir3* A seventh wingless angel to the
lower right of the Trinity wears a jeweled dalmatic and
plays a harp; he and the others are scated on eclaborate
stools.

Further to the right are five winged musicians; the one in
the foreground plays the dulcimer, with a lutanist and
three recorder players to the rear. Winternitz distinguished
between the loud music made by the angels around Mary,
providing transitory accompaniment to the Assumption
of the Virgin, with that of ‘the small and soft cnsemble
worthy to perform perpetually in the presence of the
Lord.’? A landscape panorama, with several people on
foot and an cquestrian figure, is scen at the bottom of the
panel; it includes a rocky section with a road in the fore-
ground. With jewels scattered along its banks at the lower
right, a river winds around the central land mass connected
to the mainland by a foot-bridge at the left. A fortified
castle and another building are scen in the background;
mountains rise in the distance.

‘Themes of the Immaculate Conception, the Assumption,
and the Coronation scem to be merged’ in kK 1689 (Broadley,
p. 26), where these threc events are celebrated by music-
making angels.’® The Immaculate Conception, although
long a subject of theological concern, was of special interest
to Spain from the fiftcenth century onward. The Woman
of the Apocalypsc (Revelation 12:1) is the source for
Mary’s solar halo and the moon at her feet in K1689.
Further references to this text may be found in the sun-
surrounded God the Father on a morse.* The Office for
the Feast of the Immaculate Conception was introduced
by Sixtus IV in 1476. Papal bulls of that year and 1477
promised indulgence to celebrants of this office, if they
recited a prayer akin to the inscription on x1689: ‘Ave
sanctissima Maria, regina celi, porta paradisi, domina mundi’
before an image of the Virgin.!® The striking differentiation
in the color and style of angelic garb suggests that the
artist of K1689 sought to portray the nine choirs of angels;
those scated on faldstools immediately before the Trinity
arc probably Thrones.1® K 1689 omits any reference to the
Death of the Virgin (often painted below her Assumption)
thus emphasizing the Immaculate Conception through
attributes and her extremely youthful appearancel? The
arca customarily reserved for the Virgin's sarcophagus
represents the carthly paradise instead, indicated by the
gem-strewn river banks. The world is depicted as cleansed
by the Virgin's purity, which was restored to carth by
angels at the time of her death. ‘And the angels were with
the apostles singing at the Assumption, and replenished all

the land with marvelous sweetness.”® The prominent
landscape also stresses Mary’s role as Salvatrix Mundi.}®
The composition of the Kress panel probably originated
in Sicnesc painting of the early fourteenth century.2?

In 1946 Fricdlinder described k1689 as a ‘most significant
and well-preserved work, painted ¢ 1480 by a major
master of Bruges or Ghent’.2! Suida (loc. cit.) entitled the
painting Mary Queen of Heaven, describing it as showing
the Virgin’s Assumption and Coronation. The mountain
in the foreground may refer to the scene of the Assumption,
as shown in Sicnese works such as those of Paolo de
Giovanni Fei (cf. Washington, D.C., National Gallery of
Art, K1547). He quoted Friedlinder, Van der Elst and
Valentiner as observing the close relationship of the Kress
panel to works by the Master of the St. Lucy Legend and
wrote that ‘the minute care in its exccution leads one to
belicve that the artist was also familiar with miniature
painting’. Suida was the first to publish the panel as by the
St. Lucy Master. According to Verhaegen aspects of the
style of k1689 recalled that of the Master of the Morrison
Triptych. Like the St. Lucy Master, the Morrison Master
was a Bruges painter with Spanish ties.? According to
Seymour (pp. 68-9) the Master of the St. Lucy Legend
painted K1689 c. 1485. Walker (Seymour, p. xxi) recorded
that Rush H. Kress’ enthusiasm for the purchase of x 1680,
when the panel was still obscured by dirt and varnish, was
vindicated upon cleaning; the painting was shown to be
‘from the point of view of color, the most brilliant painting
in the whole Flemish section’. According to Goldblatt, the
Kress panel was painted by Michiel Sittow.2* Chrisman and
Fowler noted that ‘the arrangement of the Trinity, the
checkered floor, and the angelic choristers in the scenc at
the top, recall the musical angels in Jan van Eyck’s Ghent
Altarpiece of 1432. The ecclesiastical robes of the angels may
be from Van Eyck’, notably the one at the lower left.?* The
composition of k1689 was compared by Baudouin to that
of the central panel of a triptych by Ambrosius Benson
(parish church, Laranete, Spain) and to that of a fragment
showing the Assumption of the Virgin by the Master of the
St. Bartholomew Legend (Colonel Joseph Weld, Lulworth
Castle).? He suggested that both the Kress and Weld works
were modcled upon an carlier South Netherlandish
painting.

Among the largest and most intricately designed works by
the St. Lucy Master, K1689 is an extremely carly, highly
important depiction of the new Marian devotion. This
brilliantly colored altarpicce, placed in the capital of old
Castile, may well have played an influcntial role in
determining later representations of the same subject.
While the Virgin and several of the angels, as well as the
group of the Trinity above, are entirely consonant with
the style of the St. Lucy Master, other angels (most notably
the one to the upper left of Mary with a music sheet and
morse) are rendered in a considerably broader manner than
that of the Bruges master. These indicate the participation
of a studio assistant — possibly the Master of the Morrison
Triptych, whose ocuvre Verhaegen related to x1689. The
style of the Morrison Master suggests that he was con-
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siderably younger than the St. Lucy Master. The slightly
Italianate quality of this head may indicate that the assistant
could have been Spanish or otherwisc have had special
knowledge of Italian art. The Kress panel was probably
painted in the last decade of the fifteenth century.

Provenance: ‘Said to have been the gift of a Constable of
Castile to a convent near Burgos founded by his daughter
and suppressed in the nincteenth century.” The arms of the
Conde de Haro are supposed to have been placed at the
centre of the top of the frame.?¢ New York, French and
Co. Kiress acquisition 1949.

References: (1) Max J. Friedlinder, Die altniederlindische
Malerei, vi, Berlin, 1928, pp. 66-70, 140-2, Cat Nos.
139-42. (2) Chandler Rathfon Post, A History of Spanish
Painting, Cambridge, 1933, 1v, I, p. 27; 1934, V, p. 209.
(3) Nicole Verhaegen, ‘Le Maitre de la Legende de Ste.
Lucie, Précisions sur son ceuvre’, Bulletin de IInstitut Royal
du Patrimoine Artistique, 11, 1959, pp. 73-82. (4) Colin T.
Eisler, ‘The Sittow Assumption’, Art News, Lx1v, 1965,
PpP- 347, $2—4, esp. p. 37. (5) The frame was probably
made in Spain, related in style to that of the Retable of
St. Anne (Collection Enrique R. Larretta, Buenos Aires)
from Sinobas (near Aranda de Ducro). Reproduced opp.
p. 221, Boletin de la Sociedad Espaiiola de Excursiones, xx1v,
1916. (6) Contrary to the information given by Suida
(p. 182, Cat. No. 80) and by Walker (p. 104), X 1689 does
have a preparatory coating, not of gesso, but of some other
primer. The wings of the lutanist to the lower right of the
Trinity werc mistakenly merged with the drapery of the
angel behind him during a restoration, making the lutanist
appear wingless. (7) First deciphered by Mirella Levi
d’Ancona (National Gallery Archive). (8) According to
Jo Chrisman and Charles B. Fowler (‘Music Performance
in a Renaissance Painting’, Music Educators Journal, Nov.—
Dec. 1965, pp. 93-8, esp. p. 94), the hymn is ‘a response for
vespers or compline’. A National Gallery information
sheet stated that the ‘song is performed responsively at
vespers . . . or at compline from 2 Feb. to the Wednesday
of Holy Week. It may also be used in any service connected
with Mary.” Broadley (p. 26) wrote that the inscription was
from a verse chanted during the Lenten scason. See also
A. P. de Mirimonde, ‘Les Anges musiciens chez Memlinc’,
Jaarboek Koninklijk Museum voor Schone Kunsten, Antwerp,
1962-63, pp. $-s5. (9) Emanucl Winternitz, Musical
Instruments and their Symbolism in Western Art, London,
1967, p. 146. All subsequent identifications of musical
instruments are taken from Winternitz. (10) Chrisman and
Fowler, op. cit., p. 98, made the Kinderchor suggestion.
(11) Winternitz, op. cit., p. 146. (12) Ibid., p. 148. (13) For
carly cxamples combining the Assumption and the
Coronation of the Virgin, see Georg Troescher, Burgundische
Malerei, Bertlin, 1966, 11, pls. 64—7. Manuel Trens (Maria:
Iconografia de la Virgen en el Arte Espaiiol, Madrid, 1946,
pp. 156-7) gives Spanish examples of the fused themes of
the Immaculate Conception and Assumption later in date
than x1689. For aspects of the Immaculate Conception
pertinent to X1689, sce Sixten Ringbom, ‘Maria in Sole

and the Virgin of the Rosary’, Journal of the Warburg and
Courtauld Institutes, XXV, 1062, pp. 326-30, esp. p. 326. See
also Réau, 1, 2, pp. 75 1L, 615-35; Ribera Immaculate
Conception (K2160, p. 207 below) and Zurbarén Immaculate
Conception (k2119, p. 215 below). (14) The Joys of the
Virgin, to which x1689 alludes, include the Epiphany (the
recognition of Christ by the world), embroidered on the
clipeus of an angel near the Trinity. (15) Ringbom, art. cit.,
p. 326. (16) For similarly diversified angelic garb, sce the
Antwerp Death of the Virgin by the Master of the same name
(Antwerp, Musée des Beaux-Arts) (repro. in Friedlinder,
op. cit., X, Leyden, 1934, pl. xc, Cat. No. 149.) (17) For
another contemporary cxample of such an Assumption see
the panel by a follower of Geertgen tot Sint Jans (Bonn,
Rheinisches Landesmuseum); the Dutch panel does not refer
to the Immaculate Conception (repro. in C. J. Hoogewerft,
De Noord-Nederlandsche Schilderkunst, The Hague, 1937, 11,
p- 209, fig. 96.) (18) Jacobus de Voragine, The Golden
Legend or Lives of the Saints as Englished by William Caxton,
London, 1900, 1v, p. 239. Alfred M. Frankfurter (‘Inter-
preting Masterpicces: Twenty-four Paintings from the
Kress Collection’, Art News Annual, xx1, 1951, pp. 101-2),
cited the Golden Legend as a general source for k1689. He
noted that compositions like that of the Kress panel are far
morc frequent in manuscript illumination than in inde-
pendent paintings. (19) For Sienese examples of such, see
H. W. van Os, Marias Demut und Verherrlichmg in der
sienesischen Malerei 1300-1450, Kunsthistorische Studién van
het Nederlands Historisch Instituut te Rome, Deel 1, The
Haguc, 1969, chap. 4, ‘L’Assunta’, pp. 143—77. Prayers to
the Virgin as Queen of Rivers (ibid., pp. 180-1) may relate
to the symbolism of x1689. (20) For carly examples, sec
Van Os, ibid., chap. 4. (21) Max J. Friedlinder, certificate
in Kress Archive. (22) Verhaegen, art. cit., pp. 81-2. She
singled out the Morrison Master’s retable wings, completed
before 1504 for the Parroquia de San Salvador (Valladolid).
(23) Dr. Maurice H. Goldblatt, National Gallery Archive.
(24) Chrisman and Fowler, art. cit., p. 94. (25) Frans
Baudouin, ‘Der Mcister des Bartholomiusaltares und die
siidniederlindische Malerei des 15. Jahrhunderts’, Wallraf-
Richartz-Jahrbuch, xxmi, 1961, pp. 353-8. The Laranete
panel shows the Virgin with four angels, on a crescent
moon, and above, the Trinity holding a crown, and below,
a landscape. Like k1689 it combines the Assumption, the
Coronation, and the Immaculate Conception. (26) Accord-
ing to notes in the files of French and Co. The
constable under Henry IV and his successors Ferdinand and
Isabella was Don Pedro Herndndez de Velasco, Conde de
Haro (died 1492). He and his wife (Dofia Mencia de
Mendoza) founded the Capilla del Condestable in Burgos
Cathedral in 1482. (For its founding, see Rodrigo Amador
de los Rios, Espaiia, sus Monumentos y Artes, Burgos,
Barcelona, 1888, pp. 553 f.). The Augustinian convent of
St. Dorothy in Burgos was apparently established early in
the fifteenth century, but in 1470 a new cloister (still
surviving) was acquired, for which the constable’s daughter
may have paid. (For this convent, sec Antonio Buitrago y
Romero, Gufa General de Biirgos, Madrid, 1876, p. 199.)
Another Augustinian convent in Burgos, now defunct,
was founded by Bishop Alonso de Cartagena in 1456.
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MASTER OF THE KRESS EPIPHANY

The style of k2 points to authorship by a North Nether-
landish master contemporary with the eatly Bosch,
influenced by such compatriots as Geertgen tot Sint Jans
and the Master of the Virgo inter Virgines.! He was
probably trained in the 1470s or eatly 1480s. As Flemish
aspects are also discernible in k2, the artist may have been
active in Flanders for some time. The painter seems to have
worked in Spain, where the Epiphany was long located
and where it could well have been executed.

K2 : Figure 59

Tue ErrpHANY. Washington, D.C., National Gallery of
Art (1120), since 1950. Oil, transferred from panel to
canvas at unknown date (late ninctcenth century?).
73 X653 in. (1-854 X1:661 m.). Underdrawing visible in
much of the drapery; slight changes discernible in placement
of many figures. Four vertical joins. Restored by Pichetto
€. 1932.

Suida, p. 184. Cat. No. 81. Reproduced in color in
Evans, p. 13.

The subject of k2 is based on Matthew 2:1-12. The Virgin
is centrally placed, scated close to the ground just before
an extremely tall and narrow ruined stable with wooden
posts. She is dressed in a blue, jewel-bordered mantle and
red fur-trimmed robe, a veil over her long red-blond hair.
The empty manger is just behind the Virgin. She holds the
seated, nude Child by both arms. His right hand is raised
to bless the knecling bearded Magus (Melchior), shown in
left profile, dressed in red and blue and holding a gold and
crystal globular vesscl. A second bearded Magus (Caspar)
stands to the right, in a richly furred red and white robe
with a green crowned hat; he uncovers a cylindrical vessel
(incense container?). Dark-skinned Balthasar stands to the
left of the Virgin and Child, gesturing toward his spherical
crystal container for myrrh. He and his attendants wear
carrings. His jeweled tunic has full sleeves. He wears dark
hose and a fantastic crowned headdress including a branch
of coral encrusted with pearls.2 A blackamoor in a white
turban stands to the left, holding a sword. An Oriental
figure in right profile, in a gold-embroidered cape and
cxotic garb, stands at the extreme left holding a sword with
a fish-tailed pommel. A well-head is just behind him. A
white whippet and a black dog (both in jeweled collars)
and a monkey with cup and chain (other monkeys are to
the rear and right) arc in the central foreground ncar
columbines and carnations bordering the pink brick paths.
A white animal (squirrel?) in a jeweled coat is chained in
the left foreground. A bearded dwarf in left profile stands
at the extreme right foreground holding Caspar’s hat. The
three retinues of the Magi are seen at the left, center, and
right, including many equestrian figures in exotic Eastern
garb, their richly caparisoned horses, camels and mules
laden with treasure. A falconer is in the group at the left
and a man with a crossbow at the centre. In the right
corner of the stable a man in a red robe trimmed with
white fur (indicative of priestly or juridical status: Herod?)

is in conspiratorial dialoguc with a messenger (identified as
such by his gem-studded badge, hat, and high boots), who
grasps a sword.® Outside the stable, to the left, two figures
in quasi-monastic garb face each other as though in con-
versation. The man seen from the back wears a dark-green
(?) hood, red cloak, and white robe; the other pilgrim-like
figurc’s garb resembles that of a Capuchin; his companion’s
dress may refer to the Trinitarians. A Netherlandish city
with a belfry, surrounded by a river, is scen behind the
stable. The same river winds below a chiteau-fort on a
rock at the upper right. Another residence on a rock is to
the extreme left. Small white clouds are in the blue sky.
The Adoration of the Kings (whose globe-shaped offerings
resemble both orb and reliquary)* symbolizes the world’s
recognition of Christ.

According to Rabanus Maurus, the presence of monkeys
symbolizes ‘the rueful sinner brought to the rostrum of
peace.’® The camels in k2 stem from Isaiah 60:6, the entire
chapter being viewed as a prophecy of the Adoration of
the Magi. Camels and dromedaries are often included in
Italian painted Epiphanies but rarely shown in the North.$
The curious omission of Joseph from k2 may perhaps be
explained by his possible presence in an adjoining wing (as
he is shown in the Bosch Prado Epiphany) if k2 werc the
central panel of a triptych. The absence of the ox and ass is
also highly unusual; they could also have been in another
pancl.

k2 was described by Longhi as a ‘capital work from the
very rare Dutch school of ¢ 1480.” He observed the
Eyckian roots of k2, noting that the master of the Epiphany
was also influenced by the Master of Flémalle and Albert
van Ouwater. Among the North Netherlandish painters
whose style was cited by Longhi as relating to the Epiphany
is Geertgen tot Sint Jans. He also observed that the Kress
painting anticipates the art of Hiecronymus Bosch and Jan
Mostaert.” Burroughs related k2 to early works by Dicric
Bouts and to North Netherlandish masters of the later
fiftcenth century. He also linked the Epiphany to the
Master of the St. Joseph Serics and to a depiction of Christ
Healing the Blind Man (now collection Dr. J. P. Kleiweg
dc Zwaan-Vellema, Blaricum). Burroughs dated the Kress
panel c. 1480, observing ‘a distinct combination of Dutch
and Italian characteristics and a certain intensity in the
expression of faces and hands which dimly recalls Hugo
van der Goes.’8 Friedlinder viewed K2 as a fine work of a
Spanish master active c. 1470.° Suida at first described x2
as painted near the end of the fifteenth century!® in a style
close to that of Geertgen tot Sint Jans. Later he gave k2 to
a ‘Hispano-Dutch Master, late xv century’, suggesting that
the Dutch and Southern characteristics of x2 could only
be explained by its authorship by “a Netherlands, possibly
Dutch painter, who settled in Spain’ (Suida, p. 184, Cat.
No. 81). Evans (p. 12) noted that ‘the Flemish training of
this unknown Hispano-Dutch master is apparent in many
ways. A remarkable precision of detail recalls the art of
Van Eyck and his many followers, who mixed their
pigments in a resinous oil to achieve a jewecl-like luster.
The centrally placed building and the convincing landscape
vista occurred, too, in many works from Flanders, and the
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perspective, as if looking down on the scene from a height,
is essentially Flemish. Yet probably the picture was painted
in Spain, where it was preserved in a convent at Guipuzcoa,
and where, until their expulsion in 1492, Moors and African
Negroes, such as those shown in the painting, were
frequently seen.” Neither Gudiol nor Quinn found x2 to
be the work of a Spanish painter.1!

K2 is among the largest and most elaborate independent
paintings of the Epiphany by a Northern master surviving
from the fifteenth century. Several of its narrative details
such as the two conspiratorial figures at the right of the
Virgin are unusual. Evil figures in Epiphany scenes are
occasionally found in the North Netherlands? Mary’s
role as future Queen of Heaven is stressed by her regal
attire; the omission of Joseph and of the ox and ass all
point to the same courtly note. Christ’s sacrificial nudity
indicates his role as Saviour. The Epiphany returns to the
art of the early fifteenth century for much of its intricate
pageantry and style; the spatial treatment recalls depictions
of the same and related subjects by the Boucicaut Master.13
The Kress Master has expanded these compositions by
placing his major figures before the stable rather than
within it. Many aspects of k2 — the Virgin and Child, the
cquestrian groups in Oriental guise and fantastic armor,
the small white clouds, the reflection of the Virgin and
Child on the vessel held by the knecling Magus - suggest
Eyckian sources.!* Very possibly active in Spain, the Dutch
master of K2 may also have included types and motifs
from International Style works of the early fiftcenth
century which he saw there, as well as much Hispano-
Moresque ornament. Among the North Netherlandish
painters of the later fifteenth and carly sixteenth centuries
close in style to k2 are Geertgen tot Sint Jans and his
followers (for the figures), the Master of the Virgo inter
Virgines (for the coloring), and Cornelis Buys (for the
composition). Flemish currents are also seen in the Kress
painting: some details are reminiscent of Joos van Ghent
and of the Bruges Master of the St. Godclicve Legend,
whose works were popular in Spain.1® That the master of
k2 may have becn resident in Spain is also suggested by a
certain similarity between k2 and the facial types of Alonso
de Sedano.!® The vertical, symmetrical, and frontal com-
position of x2, although stemming from the very begin-
ning of the fifteenth century, was again popular near its
end, revived by Domenico Ghirlandaio in his Epiphany of
1488 (Florence, Ospedale degli Innocenti) and Hicronymus
Bosch in his Epiphany (Madrid, Prado). The style of the
Kress panel is that of a new international mannerism of
¢. 1500, especially noteworthy in Cologne, Ferrara, and
Venice. The Epiphany with its clongated, Gothicizing
figures and interest in decorative detail, was probably
painted in the last decade of the fifteenth century.

Provenance: According to Contini-Bonacossi, from a
convent in the province of Guipuzcoa, Spain.}? Rome, A.
Contini-Bonacossi. Kress acquisition 1927.

References: (1) For North Netherlandish artists of the late
fifteenth century, scc G. J. Hoogewerff, De Noord-

Nederlandsche Schilderkunst, The Hague, 1937, 1; Middel-
eemwse Kunst der Noordelijke Nederlanden, Rijksmuseum,
Amsterdam, 1958. (2) The coral is apotropaic and was
often given to the newborn to be worn as an amulet. (3)
For late Medieval messengers’ badges, see Helmut Nickel,
‘The Man beside the Gate’, Bulletin of the Metropolitan
Museum of Art, xx1v, 1966, pp. 237-44. The one in k2
scems also to refer to the breast-plate of the High Priest
(the figure to the left?). See Exodus 25:7 for a partial
description of a breast-plate. (4) For the iconography of the
Epiphany, sce Réau, 11, 2, pp. 236-52; Hugo Kehrer, Die
heiligen drei Konige in Literatur und Kunst, Leipzig, 1908,
1-11; J. J. M. Timmers, Symboliek en Iconographie der
Christelijke Kunst, Roeremund-Maaseyck, 1947, No. 154.
For the floral symbolism of k2 (anticipation of the Passion)
sce the catalogue entry for the Master of the St. Bar-
tholomew Altar, The Mystical Baptism of Christ (x2114;
p. 10, note 10 above). (5) Quoted by Horst W. Janson, Apes
and Ape Lore in the Middle Ages and the Renaissance, London,
1952, p. 68. Janson observed that ‘in Northern art . . . the
“pilgrimage ape” retained its identity throughout the
fifteenth century. . . . We encounter the animal mostly in
the company of the three Magi. . . . Our carliest specimen
is a Swiss mural of the Epiphany, c. 1400, in the Landes-
muscum, Ziirich.” (6) Sce Johannes of Hildesheim, The
Story of the Three Kings, ed. Margaret B. Freeman, New
York, 1955, pp. 13-19. They are included in Hugo van der
Goes’ Portinari Altar (Florence, Uffizi). (7) Roberto Longhi,
Kress Archive, note inscribed Rome 1926. Raimond van
Marle and August L. Mayer shared Longhi’s views; the
latter dated x2 ¢. 1470 (Kress Archive, 1926). (8) Alan
Burroughs’ views are recorded in the Kress Archive. The
Blaricum panel is by the North Netherlandish Master of
the Gathering of Manna (sce Egbert Haverkamp-
Begemann, Bulletin: Museum Boymans, 11, 195I, p. §3).
(9) Notes of 1937 and 1938 by Max J. Friedlinder, Kress
Archive. According to G. Fiocco, K2 is by a Dutch master
close to Bosch. (10) Kress Archive, 1935. (11) Kress Archive,
1963. (12) Scc Lotte Brand Philip, ‘The “Prado Epiphany”
by Jerome Bosch’, Art Bulletin, xxxv, 1953, pp. 267 ff.
These figures seem to anticipate Herod’s ordering the
Massacre of the Innocents, a subject which is incorporated
in Domenico Ghirlandaio’s Epipliany (Florence, Ospedale
degli Innocenti). (13) Sec Millard Meiss, French Painting in
the Time of Jean de Berry, u, The Boucicaut Master, London,
1968; The Boucicaut Hours, Paris, Musée Jacquemart-André,
MS. 2, folio 73v, reproduced pl. 31. See also text figs. 271,
272, 284, 304, 306. These compositions were utilized in
ltaly by Uccello and Jacopo Bellini. (14) See the left wing
(Crucifixion) of the Jan van Eyck diptych (New York,
Metropolitan Muscum of Art), the Prayer of the Beach
(formerly Turin-Mijlan Hours), the Knights of Christ of
the Ghent Altar (Ghent, St. Bavo), the copy after Van
Eyck’s lost Road to Calvary (Budapest, Magyar Szep-
miivészeti Muzeum). (15) See E. Haverkamp-Begemann,
‘De meester van de Godelieve-Legende ecn Brugs schilder
uit het cinde van de XVe Ecuw’, Miscellanea Erwin Panofsky,
Brussels, 1955, pp. 185-98. (16) Sce his Martyrdom of St.
Sebastian, dated 1488 (Cathedral of Palma de Majorca)
reproduced by José Gudiol y Ricart, Pintura Gotica (Ars
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Hispanige, 1x), Madrid, 1955, p. 371. Other North
Netherlandish masters may have been active in Spain near
the end of the fifteenth century, most notably a follower of
the Master of the Virgo inter Virgines. See the Annunciation
with the Armus of Toledo (Madrid, Duke of Alba):
Middeleenwse Kunst, op. cit., p. 69, Cat. No. 56, pl. 27. The
arms were added at an unknown date. (17) Robert Quinn
(Kress Archive) suggested that rather than originating from
San Sebastian (capital of Guipuzcoa), the Epiphany may
have been painted for a convent at Onate. He proposed the
Convento de Bidauretta, founded by an official of Isabella
the Catholic, or the Convento de Aranzazu. For these
institutions, sce Pablo de Gorosabel, Diccionario histdrico-
geogrdfico descriptivo de los pueblos, valles, partidos, alcaldias y
uniones de Guipuzcoa, Tolosa, 1862.

HIERONYMUS BOSCH

Son of the painter Antonius van Aken (Aachen),
Hieronymus Bosch was probably born c. 1450 at ’s-
Hertogenbosch, near the southern border of the North
Netherlands, where he died in 1516. He is first recorded in
conjunction with an altarpiece ordered from his father by
the Confraternity of Our Lady, and was himself to be an
important member of this brotherhood.?

No dated works by him survive. The Epiphany (Madrid,
Prado), and The Haywain (Madrid, Prado) are signed. A
Crucifixion (Brussels, Musées Royaux des Beaux-Arts) and
a Marriage at Cana (Rotterdam, Muscum Boymans-van
Beuningen) are generally accepted as early. His best known
works are a group of monumental triptychs -~ The Garden
of Earthly Delights and The Haywain (both Madrid, Prado).
The Temptation of Saint Anthony (Lisbon, Muscu Nacional
de Arte Antiga), and the Saint Julia Triptych (Venice,
Palazzo Ducale) point in style or symbolism to an Italian
journey. The artist brings together the fantastic, realistic,
and chivalric elements of Northern art of the fourtcenth
and fiftcenth centuries to which he adds a new spontaneity
and sophisticated primitivism. Highly regarded, Bosch
received extensive patronage from the church and the
aristocracy. Bosch’s cosmic, moralizing art has always been
extremely popular and was much copied in the sixteenth
and scventeenth centuries.

K 1848 : Figures 6o, 61

DEATH AND THE MisErR. Washington, D.C., National
Gallery of Art (1112), since 1951. Oil on oak. 36§ X12} in.
(93 X31 cm.). Cut down at all sides. Two vertical splits
2in. from ecach side; the tip of the upper left comner
replaced. Considerable losses at bed’s lower left corner and
to right of standing man. Cradled c. 1900. Restored by
Albert Philippot (Brussels).?

Reproduced in color in Seyniour, pl. 70.

The painting is rendered in thin, sketch-like, bright, yet
pale colors, applied over a preparatory drawing on gesso
now visible through the almost transparent paint layer. An

infra-red photograph (Text Fig. 11a) shows that the dying
man was initially drawn raising a footed, covered cup in
his left hand; this vessel occupied the upper left corner of
the pillow.? Initially the arrow was considerably longer.
The fleuron-like mark on the shicld and the pilgrim’s
bottle and tumblers on the ledge to the left of the sword
were drawn but not painted (the beakers arc represented in
the chest in the final version).

A grey stone-walled bedchamber, with wooden vaulted
ceiling, is seen through a Gothic archway with a column
at cach side. Draped on the column base and lying just
before it arc knightly attributes, including a red cape held
by a drowsy, hooded demon; an orange mantle; a helmet
of the late fifteenth century; a lance; a gauntlet and a
tournament shield and sword. In the middle ground an
clderly man in green, shown in left profile, stands at the
foot of a bed, leaning over a wooden treasurc chest
propped open by a ballock knife. The old man’s out-
stretched right hand holds two gold coins over a coin-
filled bag extended by a small hooded demon in the chest;
his left hand grasps a rosary and a stick. Silver tumblers are
placed inside the chest; one of the two monsters below the
bat-like demon to the left brandishes a scaled paper
(promissory note?). The same (?) old man is again shown
in the background as an emaciated figure in left profile,
wearing only a black skullcap, sitting up in a tester bed
hung with and covered by red drapes. A white-winged
angel in left profile kneels on the bed and holds the dying
man’s left shoulder while pointing toward a small crucifix
placed before alancet window at the upper left, from which
a ray of light passes toward the old man. A fish-faced
demon at the lower left of the bed offers the man a treasure
bag; another demon, holding a lantern of burning coal,
peers down from the bed canopy (traces of an oculus
window are scen above). Death, a skeleton robed in white,
holding the long white arrow of mortality, opens the
wooden door at the left.

Critical opinion is divided as to whether a drawing (Paris,
Louvre, Cabinet des Dessins, Text Fig. 118), close to the
composition of x1848, is by Bosch or a follower.* Less
vertical in format, the drawing has the knightly attributes
placed at the lower left along the interior wall; the man in
the foreground and the man in bed are identical in
physiognomy. The helmet and gauntlet are shown in larger
scale on the verso (Text Fig. 11¢). Baldass’s view that the
Louvre drawing is a misunderstood copy after k1848 is
not convincing; the shect is probably an alternate project
for the Kress pancl.® According to Popham, the under-
drawing discernible in k1848 is in the same style as that of
the Louvre study.S

Bosch’s treatment of the theme of Death in k1848 was
related by Gliick to later renderings of the same subject by
Bruegel.? According to Baldass, the ray of light from the
window symbolizes divine grace. He found the placement
of armor in the foreground, outside the chamber, a sign
that wealth (the treasure chest within) is more highly prized
than courage.® Baldass thought the Kress panel to have been
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the cxterior of the left wing of a triptych. He described the
scenc as showing the first of the Four Last Things, with the
exterior of the right wing either a scene of infernal punish-
ment or the death of another sinner.® The theme and
composition of k1848 stem from the illustrated literature
of the Ars Moriendi or ‘Art of Dying Well’; Tolnay cited
an engraved series of this subject by the Master E. S. as
providing the basis for the Bosch panel.2® He noted that
the theme is also that of ‘the upper left-hand corner
medallion from Bosch’s Seven Deadly Sins [Madrid, Prado].
‘. .. The dying man’s salvation no longer depends, as in the
Ars Moriendi, upon the victory of the angel or demon, that
is to say upon metaphysical beings fighting for a soul that
is itself passive. It depends upon the responsible soul of the
dying man himself, whose gestures express the conflicting
impulses within him and hence the indecision in which, for
Bosch, man always remains: in Bosch’s picture the dying
man hesitates to choose between the crucifix, upon which
his inner gaze rests, and the money bag, for which his hand
is reaching; the vacillating soul cannot make use of its free
will. We sce the same dichotomy in the sanctimonious
individual at the foot of the bed, whose left hand is letting
the beads of a rosary slip mechanically through his fingers,
while the right is filling the sack which the demon of
avarice is holding out to him. The weapons and helmet in
the foreground show us that this is at the same time a social
satire directed against the nobility.”* The image of Death
at the door in k1848 was related by de Tervarent to one
shown in a German manuscript of ¢ 1425-50 (Rome,
Biblioteca Casanatense) in which ‘the dying man shows
Death his treasures, requesting that he take them with him.
Death replies “The doors of this world are guarded by an
inexorable being who permits nothing to be taken away,
save a man’s faults.” Another inscription reads “Man every-
where reccives three emissaries: the angel, the devil, and
death, who is their associate.” These three characters can
be found in the Flemish painter’s sketch.” De Tervarent
noted that the shield and sword in k1848 symbolize
material weapons, powerless against death, and are also
shown in the manuscript illumination.® The drowsing
demon in the left foreground was identified by van der
Elst as symbolizing Vanity, surrounded by references to
the dying man’s active youth. He described the demon in
the treasure chest as Avarice, noting that the miser places
a coin in the demon’s sack. Van der Elst belicved that in the
miser’s very last moment his thoughts remained worldly
despite the efforts of his imploring guardian angel.1®

According to Bax, an Ars Moriendi source for x1848 is the
blockbook almost identical in composition with engravings
of the same subjects by the Master E. S.14 Although Bax
followed Tervarent in finding Bosch’s primary source for
K1848 in the German manuscript, he also suggested the
importance of the Trec of Life illustrations from St.
Augustine’s Cité de Dieu (cdition of 1486) for the com-
position of the Kress pancl, as well as a manuscript (mid-
fiftcenth century Netherlandish) illumination for the
Miracle de Nétre Dame X Frankfurter noted that the covered
cup first drawn by Bosch (discernible in an infra-red
photograph, Text Fig. 11a) held in the dying man’s left
hand was “a religious vessel, almost certainly the viaticum of

the Last Sacrament - but that the vessel was carefully over-
painted, very likely a brief time after the picture was
completed’. He observed that the same change is seen in
the Louvre drawing of the subject (Text Fig. 118), where
‘whatever was once held in the empty hand has been
crased’.® Philip contrasted the beam of light shining
through the window like a ray of divine grace with ‘the
little torchfire, symbol of the fire of Hell, which is carried
by a devil” She found the old man bending over his
hoarded treasures to be a sccond depiction of the dying
man in the act of renouncing the vice of Avarice as he
returns gold to the chest. According to her the cloak and
armor in the foreground refer to St. Martin, the generous
knight who shared his cloak with a beggar, but here the
cloak and armor are converted into symbols of avarice.l?
The old man’s fingering of the rosary combined with his
adding of coins to the trcasure chest was viewed by Bouton
as indicating hypocrisy.!® Seymour (p. 78) described x1848
as showing a ‘death bed set in the nave of a church’; the
figure in the forcground is viewed as ‘a charitable friend’
of the dying man. He called the light ray a ‘shaft of
Revelation’. The military regalia in the foreground is
considered the ‘symbolic armor of the Christian active
life’ abandoned by the dying man. Walker (p. 127) char-
acterized the Kress panel as a ‘sermon on avarice’, de-
scribing the objects in the foreground as ‘symbols of
power, the original source of wealth. With age, wealth is
first hoarded, then increased through usury, and in the end
rats and salamanders become its agents. The rich man has,
tied to his waist, his rosary and the key to his strongbox.
These determine the final scene, the last transaction, which
will he choose? We can find the answer in the Ars Moriendi
. .. in which the sleeper awakens, cries to God to protect
him, and thereafter dedicates himself to religion. Thus the
dying man gives back his gold to Mammon whose toad
face appears under the curtain.” He suggested that the
demon in the foreground is a sclf-portrait of Bosch in
skeptical meditation on his own sermon. The ‘necessity of
complete surrender to God as a step in preparation for
death’, emphasized in the Ars Moriendi, is viewed by
Broadley (p. 30) as the subject of k1848. Hand identified the
armor in the foreground as symbolizing another of the
Seven Deadly Sins: Anger.!® In 1966, Tolnay was less
certain that the man in bed and the one at the foot of the
bed represented the same person; he described the latter as
‘probably a further illustration of irresolution’.2® Cuttler
linked the figure at the treasure chest to the miser counting
his moncy aided by demons in La Somme le Roi and related
the entire scene to a chapter of Sebastian Brant’s Narrenschiff
(‘Ship of Fools’). He suggested the sealed paper relates to
false papers of legitimacy. Cuttler found the initial drawing
(Text Fig. 118) to indicate ‘that the avaricious would sell
even the viaticum’. He described k1848 as ‘a satirc on the

greed of false knights’.2

The Kress panel combines elements from the last three
prints of the British Muscum blockbook Ars Moriendi-
these are almost identical with the Master E. S.’s engravings
of the same subjects. The ninth woodcut shows the dying
man facing the fifth temptation: Avarice. The devil points
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to the man’s friends; his speech scroll reads: Provideas
amicis (‘Provide for thy friends’). The old man in the fore-
ground of k1848 scems to be taking coins, helping the
devil distract his dying friend from thoughts of Heaven by
reminding him of carthly pleasures.?* The guardian angel
in k1848 takes the role of the same figure in the tenth
blockbook scene entitled Bona inspiratio angli contra avaricia
(‘The wise inspiration of the angel against avarice’). In the
blockbook, his scroll is inscribed Non sis avarus (‘Be not
avaricious’). Another angel holds a scroll with the words
Ne intendis amicis (‘Be not concerned for thy friends’).
The friends are hidden from the dying man by a large
cloth held by the angel. In the cleventh and final woodcut,
the dying man holds a burning taper handed to him by a
monk. Bosch overpainted his preparatory drawing of a
covered cup clevated by the dying man, so that the man’s
hand, rather than the cup, reccived the ray of divine light.
Frankfurter called the cup a viaticum; Bosch may have
meant it as such, possibly exploiting the dual significance
of this term as sacrament of the Holy Eucharist and
provider of travel money.?® The combined emblems of
divinity and eternity, the triangle and the circle, form the
lock of the treasure chest, linking it to final values.2* The
publication date of the French Cité de Dieu (1486) discussed
by Bax may provide a terminus post quem for the Kress
panel; the latter may well date even later, after the publica-
tion of Netherlandish Ars Moriendi between 1488 and
1491.2% The widespread belief that the world would come
to an end in 1500 (chiliasm) also contributed to the produc-
tion of subjects such as that of The Death of the Miser near
the close of the century; the millennium is a major concern
in Bosch’s art.

The Kress pancl was first published by Gliick as by Bosch,
describing the central figure as a miser attacked by Death,
as shown in earlier Netherlandish and French art. He
related it to the drawing of the same subject (Text Fig. 118)
now in the Louvre.26 Baldass characterized x1848 as an
autograph work by Bosch.?? Tolnay included the painting
in his Bosch monograph, entitling it Death and the Miser
and describing the panel as the reverse of the left wing of a
triptych painted at the beginning of Bosch’s sccond period
(1480-1510). He noted that, while it was modeled upon
the much carlier fiftcenth-century works by the Master of
Flémallc and Roger van der Weyden, the Kress panel is less
comprchensively constructed, stresses the irrational and is
on a smaller scale in an ill-defined space.28 The Kress panel
is included in the Friedlinder supplement as by Bosch.2?
Baldass placed the work shortly after Bosch’s completion
of The Haywain (Madrid, Prado), which he dated c. 1480,
and pointed out that the clearly visible preliminary drawing
in k1848 is particularly characteristic of Bosch.39 Combe
linked k1848 with Bosch’s Ship of Fools (Paris, Louvre),
finding the technique of both panels more delicate, com-
pact, and minute than that of The Haywain, pointing to
the art of Bosch’s maturity when The Temptation of St.
Anthony (Lisbon, Muscu Nacional de Arte Antiga) and
The Garden of Earthly Delights (Madrid, Prado) were
painted. He compared the sctting to that of an Annunciation
by the Hausbuch Master (Lehrs 8).%! The panel was dated

c. 1485 by Bax, who called it an carly work because of its
conventional representation of devils, differing from those
of the artist’s later ocuvre which incorporated plants and
inorganic forms.3? Other possible visual sources suggested
by Bax are: the Birth of the Baptist from the Turin-Milan
Hours (Turin, Musco Civico) and the graphic oeuvre of
the Hausbuch Master®® Noting some correspondence
between the Kress panel’s composition and the wings of
Bosch’s St. Julia Triptych (Venice, Palazzo Ducale) the
panel was described in 1959 as ‘modello’-like, stemming
from the end of Bosch’s middle period, its foreground
characterized as a still-life.3* According to Frankfurter,
K1848 was painted ¢. 150035 Seymour noted that when
placed above one another, the combined measurements of
Bosch’s Ship of Fools (Paris, Louvre) and Man and Woman
Drinking in a Tent (New Haven, Yale University Art
Gallery) would cqual the size of the Kress panel. He
suggested that the Louvre-Yale reconstructed panel could
have functioned jointly with it as wings of a small devo-
tional triptych.3¢ Walker (p. 127) and Broadley (p. 30) both
dated x 1848 ¢. 1490; Cinotti dated it 1490-1500.37

The Louvre and Yale pancls, while close to x1848 in style,
do not work satisfactorily as a pendant. Should the two
fragments belong to the same altarpiece as The Death of a
Miser, they might have formed part of the lost central panel.
The painting’s pale coloring has led most writers to
assume its having been the outer side of the left wing of a
triptych; but such need not be the casc - it could have been
the inner side of a left wing or part of a fixed section of a
small polyptych. A date in the last decade of the fifteenth
century seems stylistically and symbolically correct for its
genesis; still close in physiognomy to Bosch’s first known
work, The Crucifixion (Brussels, Musées Royaux des
Beaux-Arts) of ¢. 1480, The Death of the Miser was most
likely painted in Bosch’s carly maturity. The treatment of
the foreground recalls that of the St. Julia Altar wings
(Venice, Palazzo Ducale), exccuted on Bosch’s Italian
journey in the late 1490s.3% The Miser was probably
completed shortly before Bosch’s leaving the Netherlands
for Italy.

Provenance: J. Massey, c. 1926 (of the dealers Raven, Massey,
and Lester, London).?? London, Asscher and Welker,
¢. 1926. Baron Joseph van der Elst, Vienna-Rome-New
York, exhibited - New York, Knoedler and Co. Flemish
Primitives: An Exhibition Organized by the Belgian Govern-
ment, 13 Apr.~9 May 1942, p. 68 (crroncously described as
in grisaille). Kress acquisition 1951.

References: (x) For an important new biographical study,
sce P. Gerlach, o. F. M. cap., Jeronitmus van Aken alias Bosch
en de Onze Lieve Vrouwe-Broederschap, in Jheronimus Bosch,
Bijdragen (supplement to the catalogue of the Bosch
Exhibition at s"Hertogenbosch), 1967, pp. 48-57. See also
Charles de Tolnay, Hieronymus Bosch, Basle, 1937. For
valuable new interpretive studies of Bosch sec Lotte Brand
Philip, ‘The Prado “Epiphany” by Jerome Bosch’, Art
Bulletin, xxxv, 1953, pp. 267 ff.; and same author’s “The
Peddler by Hieronymus Bosch, a study in detection’,



I'he Master of the Saint Lucy Legend and Assistant:

Detail from The Assumption and Coronation of the Immaculately Coneeived Virgin (k 1689). Washington, D.C. (p. 61)
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Hicronymus Bosch: Detail from Death and the Miser (x 1848). Washington, D.C




Text Figs 11 a, 8, . Death and the Miser by Hieronymus Bosch (k 1848). Left: infra-red photograph.
Courtesy National Gallery of Art, Washington. Right: preparatory drawings, Paris, Loovre,
Cabinet des Dessins, No, vF 6047 recto and verso,



Text Fig 12 Hillensherger Arms attributed vo Adriacn Isenbrandte Text Fig 13 Agony in the Garden by Jan Gossart. Berlin, Staatliche Muscen
K 6B verso). (sce K 1661),

Text Fig 14 St._John the Baprist in the Wilderness by Hans Memling., Munich,
Pinakothek (see K 1840).
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Nederlands Kunsthistorisch Jaarboek, v, 1956, pp. 1-81. (2)
Charles de Tolnay, Hieronymus Bosch, New York, 1966,
p- 347, stated that k1848 was cleaned and restored in 1937.
(3) First noted by Alfred W. Frankfurter (‘Interpreting
Masterpieces: Twenty-four Paintings from the Kress
Collection’, Art News Annual, xx1, 1951, pp. 82-129, csp.
pp- 113-14). (4) Sce the exhibition catalogues Middelecuwse
Kunst der Noordelijke Nederlanden, Rijksmuscum, Amster-
dam, 1958, pp. 138-9, Cat. No. 180; Jheronimus Bosch,
Bijdragen (supplement to the Bosch exhibition), s"Herto-
genbosch, 1967, Cat. No. st for thorough resumés of the
literature concerning this drawing. (5) Ludwig von Baldass,
‘Ein Kreuzigungsaltar von Hicronymus Bosch’, Jahrbuch
der kunsthistorischen Sammlungen in Wien, 1x, 1935, pp. 87-9,
esp. p- 89, n. 7. (6) A. E. Popham, ‘An unknown drawing
by Hieronymus Bosch’, Actes du XVII Congrés International
de I'Histoire de I'Art, The Hague, 1955, pp. 247-50. (7)
Gustav Gliick, Bruegels Gemilde, Vienna, 1932, p. 57, Cat.
No. 10. (8) Baldass, Hieronymus Bosch, Vienna, 1943, p. 23.
(9) Ibid., p. 236; pp. 67-8, p. 77. Sec also 1960 edition, in
English, pp. 26, 222. For the Four Last Things — Death,
Judgment, Paradisc, Hell - sce Réau, 1, 2, pp. 637-9. (10)
Tolnay, op. cit., 1966, p. 27. For this engraving sec Max
Lechrs, Geschichte und  kritischer Katalog des  deutschen,
niederlindischen und franzésischen Kupferstichs im 15. Jahr-
hundert, 1, Vienna, 1910, Cat. Nos. 175/85. Scc also
Hcinrich Theodor Musper, ‘Die “Ars Moriendi” und der
Mecister E. S.’, Gutenberg Jahrbuch, xxv, 1950, pp. 57-66.
(x1) Tolnay, Hieronymus Bosch, Basle, 1937, p. 27 and
p- 90, Cat. No. 20; New York, 1966, p. 25. On p. 90 he
placed the Kress panel with two others showing Paradise
and Hell (New York, Wildenstein and Co.); the latter has
some correspondence with k1848 but does not scem to be
by the same hand. (12) Guy de Tervarent, “The Origin of
one of Jérdme Bosch’s Picturcs’, Message: Belgian Review,
XXXIX, 1945, pp. 44-s. For the Roman manuscript
‘Collectanca Spiritalia’, Rome, Biblioteca Casanatense,
MS. 1404, f. 31, scc Fritz Saxl, ‘A Spiritual Encyclopedia
of the later Middle Ages’, Journal of the Warburg and
Courtauld Institutes, v, 1942, pp. 82-134, esp. 98-9, re-
produced pl. xxivs. (13) Joseph van der Elst, The Last
Flowering of the Middle Ages, New York, 1946, pp. 103-4.
(14) D. Bax, Ountciffering van Jeroen Bosch, The Hague,
1049, p. 259, n. 25. See The Ars Moriendi, (Editio Princeps,
¢. 1450) (cd. by Harry Rylands, intro. by George Bullen),
London, 1881, pp. 8 ff. Bax believed the book illustrations
to be designed by a follower of Roger van der Weyden.
(15) Bax, op. cit., p. 244, fig. 6o. (16) Frankfurter, op. cit.,
p- 144. (17) Lotte Brand Philip, Hieronymus Bosch, New
York, 1955, Cat. No. 14. (18) M. Bouton, Painting of the
Week, 11-17 May 1959, p. 1, Washington, D.C., National
Gallery of Art. (19) National Gallery information sheet,
1965. (20) Tolnay, 1966, op. cit., p. 347. (21) Charles D.
Cuttler, ‘Bosch and the Narrenschiff: A Problem in
Relationships’, Art Bulletin, 11, no. 3, 1969, pp. 272-6. (22)
For the five last temptations — Doubt, Despair, Impatience,
Pride, Avarice — sce Réau, 11, 2, pp. 655—7. The blockbook
Avarice is discussed by Rylands-Bullen, op. cit., pp. 15-16.
Bosch may also have been influenced by the theme in a
North Netherlandish (Utrecht?) manuscript (The Hours of

6

Catherine of Cleves, New York, the Guennol Collection and
the Morgan Library) showing a death-bed scene in which
a young attendant (son?) is shown again in the bas-de-page
with bags of money at an open coffer (John Plummer, The
Hours of Catherine of Cleves, New York, 1966, pl. 41,
Morgan, p. 180). (23) Oxford Universal Dictionary, 1955,
p- 2353. (24) Locks of treasure chests in the late fifteenth
century included references to the Last Judgment. See
Jeffrey Hoffeld, ‘The Art of the Medieval Blacksmith’,
Bulletin of the Metropolitan Musewm of Art, Dec. 1969,
pp- 160-73, for such a lock (Inv. No. 17.190.362). (25) For
carly editions of the Ars Moriendi, sce W. L. Schreiber and
Hildegarde Zimmermann, ‘Ars Moriendi’, Reallexikon zur
deutschen Kunstgeschichte, 1, 1947, cols. 1121-7. (26) Gliick,
op. cit.,, p. 57, Cat. No. 10. (27) Baldass, 1935, op. cit.,
p- 80, n. 3. (28) Tolnay, 1937, op. cit., pp. 27, 90, Cat.
No. 20. (29) Max J. Fricdlinder, Die altniederlindische
Malerei, x1v, Leyden, 1937, p. 101. Also in English edition,
Early Netherlandish Painting (notes by G. Lemmens), v,
Leyden, 1969, p. 91, suppl. 135, mistakenly called grisaille.
(30) Baldass, 1943, op. cit., pp. 67-8, 77, 236 and 1960, op.
cit., pp. 26, 222. (31) Jacques Combe, Jheronimus Bosch,
New York, 1046, pp. 20-1. (32) Bax, op. cit., p. 133. (33)
Bax identified the latter with Erhard Reuwich (ibid., pp.
239, 241, 258). (34) Middeleeuwse Kunst, op. cit., p. 139.
(35) Frankfurter, op. cit., p. 133. (36) Quoted by Colin
Eisler, Corpus...; Les Primitifs Flamands, New England
Museums, Brussels, 1061, pp. 44-9. Charles Seymour, The
Rabinowitz Collection of European Paintings, Yale Univer-
sity, New Haven, 1961. Sce also Héléne Adhémar, Corpus
. « -, Les Primitifs Flamands, Le Musée National du Louvre, 1,
Brussels, 1962, pls. 20-3; Roger van Schoute, ‘Over de
technick van Jeroen Bosch’, Jheronimus Bosch Bijdragen,
s'Hertogenbosch, 1967, pp. 72-9, esp. p. 79, n. 2s.
Adhémar does not indicate acceptance of Seymour’s re-
constructed wing. Tolnay (1966, p. 347) does not accept the
two paintings as a pendant, nor does Cuttler. (37) Mia
Cinotti, L'Opera Completa di Bosch, Milan, 1966, p. 92, Cat.
No. 15. (38) Documentation for this will be published by
Leonard Slatkes of Queens College, New York. (39)
Possibly purchased by him in Essex. k1848 may have been
in an Irish private collection. A drawing after the painting
was made c. 1826 by W. H. Brooke, as part of a sketchbook
of the Arundel district, photo at the National Gallery of Art,
Washington, D.C.

FRANCO-FLEMISH MASTER
Active ¢. 1480

K1071 A/C : Figures 62-64

THE ADORATION OF THE HoLY NAME OF JESUS (B);
JEAN WouTers AND JEAN WOUTERS LE JEUNE
wITH ST. JOHN BAPTIST (A); JOSSINE DE BESTE
(WouTters) AND ELISABETH WOUTERS WITH ST.
Jopocus (c). Montgomery, Alabama, Montgomery
Museum of Fine Arts (p362), since 1937. Oil on oak.
B: 233 X20}in. (60-3Xs1-4cm.), cut down at top.
A: 22X8in. (§5:9X20-3cm.). c: 21§ X8%tin. (549X
21.0 cm.). A: Painted within a red circle are the golden
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letters IHS (for Jesus Hominum Salvator) and In nomine
Jhesu Omne Genu flectatur celestium, terrestriuns et infernorum
(Philippians 2: 10-11, “That at the name of Jesus every knee
should bow, of things in heaven, and things in carth, and
things under the carth’).t

Central panel (Figure 63): in the upper left corner the arms
are: or on a chevron gules between three parrots vert,
five fleurs-de-lis argent, below a knight’s helmet crowned
and the motto J’ay bien; they belong to Jean Wouters le
Jeune (shown as a child in Kk 10714), the son of Jean Wouters
(kneeling in x10714) and Jossine de Beste (kneeling in
K1071C). On 24 August 1505, Jean le Jeune married Maric
de Nieuwenhuyse. The daughter of Josse and Jossine van
Lacnen, Marie died in 1532, leaving four children. The
love-knot at the top of x1071 joins the initials of Jean (1)
and Marie (M).2 (The family motto J’ai espoir is not
included on the Kress triptych.) At the upper right, the
Wouters arms are shown with those of the Van Nieuwen-
huyse: azure a house fenestrated or, surrounded by an
interlace with the device A4 bien viengne. The letters 1M at
the top center are joined by love-knots. Left panel (Figure
62): the arms supported by an angel: or on a chevron gules
between three parrots vert, five fleurs-de-lis argent, below
a knight’s helmet crowned. A mantling showing a jousting
helmet with a dragon above has the motto: Plus est en
Dien. The arms arc repeated on the prie-dicu: they belong
to Jean Wouters (shown knecling in this panel), who was
Président de la Chambre des Comptes at Lille (1513), first
in the Chambre’s employ in 1477. He was in the service
of Philippe le Beau. Wouters died on 18 August 1519, and
was buried in the Parish Church of St. Martin de
Ackerghem (Ghent).3 Right panel (Figure 64): the arms held
by the angel: Wouters, as above, dexter: sinister, argent
across gules, in the first quarter a parrot vert. The latter
arms, those of Jossine de Beste, are repeated on the prie-dieu
below. The motto at the top: Ma fiance est telle. Jossine de
Beste (shown knecling at the prie-dieu in this wing)
married Jean Wouters at an unknown date. They had two
children, Jean and Elisabeth, shown in k10714 and c.
Jossine died 4 April 1505.

Panels cradled and restored in 1933 by Pichetto. Upper
central section of center panel abraded; the Christ Child
severely damaged and the donor heavily restored. Central
panel (and probably the wings) split at an unknown date
to separate the painting on the front from that on the back;
the present central subject was originally on the back of
the panel; the painting on the front is lost.?

Ten angels vencrate the central roundel inscribed with the
initials of Christ placed against a dark, bluish-green ground.
The nude Holy Infant is above, turned slightly to the left,
seated upon a tasseled cushion, his right hand raised in
benediction, the other holding a red cross.® Golden rays,
extending behind the central medallion, emanate from a
nimbus bchind Christ. With the exception of the left
central angel and one at the lower right, all others have
their hands joined in prayer. The angels are clad in pastel-
colored, alb-like liturgical garments with long, gold
tasseled cinctures going over cach angel’s shoulder and

tied around the waist. A donor facing right, his hands
folded in prayer, kneels at a prie-dieu with an open book.
He wears red and green fur-lined robes; his little son in
white fur-trimmed robes kneels to the left. A bearded St.
John Baptist in a hair shirt and flowing red mantle over
the right shoulder stands to the left. He holds a lamb (with
golden cross and banner staff) on a book with his left hand;
the saint’s right hand is placed close to the kneeling donor’s
shoulder. Golden rays shine from his head. All three
figures are scen against a low wall with an arch-like relicf.
A flying angel in pink holds the Wouters” arms at the top,
framed by a golden lattice. A landscape vista with several
buildings is scen in the background. Jossine de Beste
(Wouters) kneels before a prie-dieu at the right with an
open illuminated book showing the Virgin and Child.®
She wears a white coif, a black and white dress with a
robe doublée; the knotted girdle, probably of the female
Franciscan Ordre de la Cordelit¢re founded by Anne de
Bretagne, is around her waist. Her little daughter, Elisabeth
Wouters, kneels to the right in black attire also with a
Cordclitre. Jossine’s patron St. Jodocus, haloed, stands
behind her, facing left.? He grasps a pilgrim staff with his
left hand, a crown over his wrist. A pilgrim’s hat with
three gilded shells is on his back and a crimson cloak over
his shoulder. The background is similar to that of x10718.
At the top an angel in yellow displays the donatrix’ coat of
arms and motto. The cult of the Holy Name of Jesus was
especially revered by the Franciscans.® Both the donatrix
and her daughter scem to have belonged to a Franciscan

sodality.

Fricdlinder described the triptych as a French work of
¢. 1480.% According to Burroughs, k1071 dates from the
carly sixtcenth century and was painted by an artist of the
school of Memling, active in France. He related the
triptych to the style of a triptych of the Life of St. Anne
in the Johnson Collection (Philadelphia Muscum of Art)
which was mistakenly attributed to Jean Bourdichon. On
the basis of the style of the coats of arms, he dated the
triptych ¢ 1500.1% As first noted by Frankfurter, the
triptych’s present central subject was originally placed on
the back rather than the front of the pancl.!! At an un-
known date the central panel was split in two. The wings
were probably similarly treated. Another triptych, with
the recto of the central panel and the verso of the wings,
may be found. Possibly these arcas may have been damaged,
which could also account for their separation. The Holy
Name of Jesus, a relatively rare subject for an independent
composition in the North, is found on the verso of a
Madonna and Child by the Master of the St. Ursula Legend
(Cambridge, Mass., Fogg Art Muscum). The original front
of the central panel may also have shown a Virgin and
Child enthroned, a popular subject for newly-wed couples’
devotional triptychs. The flying angels to the left and right
in k1071B/C may have reflected similar angels in the lost
recto of the central panel. The latter may have shown a
Virgin and Child with flying angels such as the ones seen
in the Fogg panel.l? In all likelihood the portraits of the
children were added to the wings, which initially may have
shown the then childless husband and wife shortly after
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their marriage. The exterior of the wings probably showed
an Annunciation. Van den Bergen-Pantens placed the
exccution of the triptych ¢. 1490, as Jean de Wouters le
Jeune, who married in 1505, looks extremely young.1® She
did not believe k1071 to belong to the French style,
describing it as completely in accord with that of Bruges
with a slight influence of Hugo van der Goes in the
presentation of the donors and their patron saints.!4

As the Kress triptych was in all likelihood painted in Lille,
officially French at the time, it could be included with
French art, related in style to the oeuvre of Simon
Marmion and Jean Bellegambe, both of whom were active
in the same area. Their art, however, was founded on a
Netherlandish basis. The master of the triptych was
probably trained in Bruges in the 1470s. The abstract,
clegant placement of the angels in the central panel recalls
the art of the Maitre des Moulins, another painter probably
trained in the Netherlands but active in Burgundy. The date
of 1490 for the execution of K1071 suggested by Van den
Bergen-Pantens is plausible, but it may prove closer to
Fricdlinder’s proposed 1480, as the donor’s children look
as though they were added scveral years after the wings’
completion.

Provenance: New York, F. Kleinberger Gallery (sold,
18 Nov. 1932, New York, American Art Association,
Anderson  Galleries, Important Paintings by Masters of
the Old Schools, p. 52, Cat. No. 39, as French, c. 1480).
Kress acquisition 1932.

References: (1) The inscription is incorrectly transcribed by
C. Van den Bergen-Pantens, ‘Iconographie d’unc alliance:
les Wouters et les Beste’, Le Parchemin, 16th scr., no. 140,
Mar.~Apr. 1969, pp. 389-401, esp. p. 394. (2) Sec ibid.,
pp. 397-8, and M. de Veggiano, Nobiliaire des Pays-Bas,
Ghent, 1865, 11, p. 2153. The armorial and genealogical
research for X1071 was initiated by Jessie McNab, who
found major biographical data in the ‘Généalogic de la
famille Wouters’, an eighteenth-century manuscript
(Brussels, Bibliothéque Royale, Goethals Collection, no.
G.M.1482, fols 1, 3, 4). Research has also been done by Van
den Bergen-Pantens (art. cit., pp. 389-401), who included
much new material concerning the donors’ parents. (3)
Ibid., pp. 396-7. For the biography of Jean Wouters, sec
M. de Veggiano, op. cit., p. 2152. (4) See technical report
by Alan Burroughs, Kress Archive. (5) The Christ Child
is mistakenly described by Van den Bergen-Pantens, art.
cit., pp. 394-6, as holding an apple. The red of the cross
symbolizes Christ’s sacrifice. (6) According to Van den
Bergen-Pantens (art. cit., p. 400), the miniatures belong to
the School of Ghent-Bruges. (7) For a bricf biography of
St. Jodocus, sec Frederick George Holweck, A Biographical
Dictionary of the Saints, St. Louis, 1924, p. 532. St. Jodocus
was also the patron of Jean le Jeune’s parents-in-law, Josse
and Jossine van Laenen. (8) For this device, see Hans
Feldbusch, ‘Christusmonogramm’, Reallexikon zur deut-
schen Kunstgeschichte, Stuttgart, 1954, m, cols. 707-20. (9)
Max J. Friedlinder, certificate in Kress Archive, dated
4/n/32. (10) Kress Archive, c. 1933. The triptych is

catalogued in Wilhelm R. Valentiner, German, French,
Spanish, and English Paintings and Art Objects, Modern
Paintings, Catalogue of a Collection of Paintings and Some
Art Objects Belonging to J. G. Johuson, mi, Philadelphia,
1914, pp. 24-5, Cat. No. 762, pls. 264, 265. (11) A[lfred]
M. Flrankfurter], ‘Eleven Gifts of the Kress Foundation’,
Art News, xxxv, 13 Feb. 1937, p. 5. (12) See C. T. Eisler,
Les primitifs flamands, Corpus . . . 1v, New England Museums,
Braussels, 1961, pp. 101-3, Cat. No. 76, pls. cxx11, cxxvi.
(x3) Van den Bergen-Pantens, art. cit., p. 401. The donatrix’
attire is related by Van den Bergen-Pantens (pp. 400-1) to
similar clothing shown in paintings dated between 1478
and 1500. (14) Ibid., pp. 308-9.

THE MASTER OF THE BRUNSWICK
DIPTYCH, c. 1500

The Master of the Brunswick Diptych was so named by
Max J. Friedlinder after the two panels in the Herzog-
Anton-Ulrich Museum (Brunswick). He was a North
Netherlandish follower of Geertgen tot Sint Jans of
Haarlem, probably active there or in Amsterdam near the
end of the fifteenth century.?

Circle f BRUNSWICK MASTER
K1875 : Figure 71

NATIVITY WITH ADORATION OF THE SHEPHERDS
(Triptych). Denver, Colorado, Denver Art Museum
(e-954), since 1954. Oil on oak. Central arched panel:
163 X11}in. (41-0X28:6cm.). Left wing: 163 Xs&in.
(425 X14°3 cm.). Right wing: 163 X 5§ in. (42+5 X14-9 cm.).
Abraded throughout. A split in the central panel to the
left of the head of Joseph. Traces of gesso and paint were
on the verso, which seems originally to have had a marbled
appearance. Central panel slightly cut down; left wing
split at the upper left.2 Planed down and transferred to
venecred, cradled masonite and cleaned and restored by
Modestini in 1953/4. As the ground line of all three panels
was probably originally intended to have been continuous
and all the Romanesque windows to be parallel, the
Nativity seems to have been cut down at the top rather
than the bottom.

Denver, 1954, p. 68, Cat. No. 30.

The Nativity (Luke 2:7) is depicted in the center panel.
Mary in a blue, gold-edged robe kneels to the left, her
hands folded in prayer. The nude child is laid on her
mantle, surrounded by divine light. The old Joseph, his
arms raised, kneels at the right, shown as though having
just entered. The battered wooden stable is attached to the
ruins of a large Romanesque structure, whose walls are
continued in the left side panel. The ox looks toward the
Infant and the ass turns to the crib along the end wall3 A
landscape vista with a town view is at the upper left. The
Annunciation to two shepherds (Luke 2:8-15), with their
flocks, is shown at the upper right wing. Two conversing
shepherds without crooks walk in the middle distance. Two
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other shepherds with agricultural implements are at the
lower left, leaning over the ruined wall of the central scene
(Luke 2:15-21). In the left wing the Romanesque ruin
cncloses a hatted shepherdess with a crook and two
shepherds; her hand is on the belt and cord of the ram’s
horn over the shoulder of the young hooded man turned
to the right, his hands folded in prayer; another bearded
shepherd with a crook points toward the Nativity. The
Adoration of the Shepherds represents the first appearance
of Christ to the Jews.* The absence of angels from The
Nativity is characteristic of the new realism of North
Netherlandish att, also scen in depictions of the same
subject by or after Bosch (Wallraf-Richartz Muscum,
Cologne). The exterior of the wings of k1875 may have
shown an Annunciation - a logical preface to the subjects
within; it may have resembled the Annunciation by the
Brunswick Master (Glasgow Art Gallery and Museum,
Burrell Collection), which has a curved top. The Joseph
resembles those by Petrus Christus (Washington, National
Gallery of Art, Goldman Nativity) or after Hugo van der
Goes (Adoration of the Shepherds, Earl of Pembroke, Wilton
House). Other aspects of k1875 also point to a Goesian
origin (a shepherdess is in the background of the Portinari
Altar [Florence, Uflizi]), or to reflections of Hugo’s art in
Gerard David and Geertgen tot Sint Jans.

The triptych generally resembles the style of the Brunswick
Master, especially in its spatial organization; but the Kress
pancls are somewhat more mannered and clongated in
figure trcatment, less concerned with a Geertgen-like
plasticity than is the Brunswick Master. It is closer in
approach to a Visitation by an otherwise unknown North
Netherlandish Master of ¢. 1500.5

Provenance: Frederick Mont, New York (purchased in
Gencva, Switzerland). Kress acquisition 1952, exhibited ~
Washington, D.C., National Gallery of Art, Art Treasures
for America, 10 Dec. 1961~4 Feb. 1962, Cat. No. 62.

References: (1) Sce Max J. Friedlinder, Die altuiederlindische
Malerei, v, Betlin, 1927, pp. s1 ff,, 134 f. (2) At some point,
the left hand of the young shepherd in the left wing was
mistakenly merged with the drapery of his older com-
panion. (3) See Panofsky, pp. 277-8. (4) For the iconography
of the Nativity and the Shepherds’ Annunciation and
Adoration, see Réau, 11, 2, pp- 218-31, 231-6; Isa Ragusa
and Rosalie B. Green, ed., Meditations on the Life of Christ,
Princeton, 1961, pp. 46-7. For the presence of the
shepherdess, see Réau, loc. cit., p. 234. (5) Friedlinder, op.
cit., p. 138, Cat. No. 42, and pl. xxvi (sold at auction,
Paris, 13 June 1913).

NETHERLANDISH, c. 1500
K2043 : Figure 57

DonoRr AT PRAYER. Denver, Colorado, Denver Art
Muscum (E-955), since 1954. Oil on oak. 113 X8%in.
(28-9 X21-0 cm.). An unidentifiable and severely abraded

coat-of-arms — vert a cock or — is on the back, with seven
French customs stamps. Restored by Modestini in 1954.
The portrait is very poorly preserved; the verso appears
to have been executed at a considerably later date than the
recto.

Denver, 1954, p. 70, Cat. No. 31.

A young, plump man at prayer, facing to the right, is
shown in a fur-lined overgown, against a dark back-
ground. The panel may originally have becen the left wing
of a triptych with the donor’s wife on the right wing and a
devotional subject in between. The dark, curly, wig-like
hair is for the most part a later addition.

K2043 was attributed to Giovanni Bellini in 1865.1 It was
ascribed to Gerard David by Fricedlinder.2 The delicatcly
exccuted hands recall the art of Dieric Bouts and Hugo
van der Gocs. A similar hair-style is worn by the donor in
a triptych by Adriaen Iscnbrandt, c. 1510 (Bruges, S.
Sauveur). The portrait appears to date from the very late
fifteenth century. It is too heavily restored to make morc
specific dating or attribution possible.

Provenance: Duchessc de Berri, Venice (sold Paris, Hotel
Drouot, Catalogue des Tableaux anciens et modernes composant
la Galerie du Palais Vendramini [sic] . . . et appartenant @ Mine.
la Duchesse de Berri, 17-18 Apr. 1865, p. 5, Cat. No. 18, as
‘Bellini (Jean) Téte d’homme au priére. bois. haut. 30 cm.;
larg. 22 cm.’). Professor Pollatchek, Budapest, exhibited -
Budapest, 1902, with art works in the possession of
physicians.3 Comte L. Edelsheim-Gyulai, Budapest.* New
York, Wildenstein and Co. Kress acquisition 1954.

References: (x) Duchesse de Berri Sale, 1865, Cat. No. 18,
Paris, Hotel Drouot, 17-18 Apr. p. 5. (2) Kress Archive,
s/v11/48. (3) According to Wildenstein brochure. (4) Ibid.

MASTER OF HOOGSTRAETEN

This master was identified by Max J. Friedlinder with a
scries of panels grouped around an altar for the church of
Hoogstracten and cxccuted ¢. 1505. The author of these
panels was active in Antwerp but may, according to
Friedlinder, have originally worked in Bruges and, with
many other artists, left that dwindling center at the end of
the fifteenth century to work in the prospering court of
Antwerp!

ANTWERP SCHOOL:
Master of Hoogstraeten ()

K16 : Figure 72

VIRGIN AND CHILD WITH ST. CATHERINE AND ST.
BarBARA (Triptych). New York, Mrs. Rush H. Kress
Collection. Oil on panel (oak?). With frame: center
123 xo}in. (31-8 X23-5cm.), left 123x4%in. (31-8X%
12-T cm.), right 12}Xx4%in. (31-8X11-5 cm.); without
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frame: center 10X7in. (25-4X17-8 cm.), left 10} X3 in.
(26:6 X7-6 cm.), right 12} X4%in. (31-8X11-4 Ccm.).
Cradled; all three panels in original frames. Two vertical
splits or joins in central panel near left ear and right hand
of Virgin; split through center of left wing; all three
heavily repainted.

The arched triptych shows the half-length figure of the
Virgin holding the Child at the center. St. Catherine in
regal garb, holding a book and her attribute, the sword,
is in the left wing, and in the right is the richly dressed,
reading St. Barbara with her attribute, the tower, in the
landscape background. All three holy women are in the
same interior, the saints standing in the corners and the
Virgin in the center, with a vaulted wooden ceiling and a
long horizontal window in the background. The Virgin
and Child are scen against a rich velvet hanging; the Child
looks out at the spectator, his right hand resting on the
Virgin’s breast, which she is about to expose with her right.
Mary’s downcast visage reflects her anticipation of the
Passion. In her role as divine intercessor for mankind at
the moment of the Last Judgment, she is depicted showing
her breast in a similar manner. This is the reason for the
selection of this subject by the original owner of this small
devotional triptych.?

Adolfo Venturi attributed K16 to the Master of the Female
Half-Lengths;%and Raimond van Marle noted clements in it
from Gerard David.* Friedlinder included k16 in the
ocuvre of the Master of Hoogstracten.® Jacqucline Folie
and Nicole Veronée-Verhaegen accepted Friedlinder’s
attribution but noted resemblances between k16 and other
Antwerp artists of the early sixtcenth century such as the
Master of the Morrison Triptych and the Master of the
André Madonna.®

The extensive repainting of kK 16 makes a specific attribution
difficult. The triptych is certainly from the School of
Antwerp in the carly sixtcenth century and shows many
of the characteristics of the Master of Hoogstracten ~ most
notably his fondness for a horizontal landscape back-
ground.

Provenance: Contini-Bonacossi, Rome. Kress acquisition
1927.

References: (1) Max ]. Friedlinder, Die altniederlindische
Malerei, vii, Leyden, 1934, pp. 100-4. (2) Sce K613, p. 50,
for a discussion of the iconography. (3) Notes in Kress
Archive. (4) Kress Archive, 1936. (5) Friedlinder, op. cit.,
x1v, Leyden, 1937, p. 110 (supplementary to vir). (6) Letter
of 20/1x/67.

ADRIAEN ISENBRANDT

Isenbrandt was listed as a forcigner when first inscribed in
the Bruges Painters’ Guild in 1510. He occupied a pro-
minent place in the guild from then until his death in 1551.
A series of paintings reminiscent of Gerard David in style,

yet mostly somewhat later in date and employing a wider
variety of sources, was ascribed to Isenbrandt by Hulin de
Loo. The grouping of works under Isenbrandt’s name has
been further defined by Friedlinder.! No surviving paint-
ing can be securely given to him, as no signed or docu-
mented works are known. Isenbrandt may perhaps have
first worked in Antwerp, as landscapes in several paintings
ascribed to him reflect the art of that center. He was pre-
sumably an eclectic, since works accepted as by him
combine aspects of carly Netherlandish painting with
motifs from the Italian Renaissance and the graphic oeuvre
of Albrecht Diirer.

Attributed to ADRIAEN ISENBRANDT
K6A/[B : Figures 65, 66

DriprycH: MADONNA AND CHILD WITH A HILLENS-
BERGER [Ehrenberger] DonNoRr. Coral Gables, Florida,
University of Miami, Joe and Emily Lowe Art Gallery
(61.060.001), since 1961. Oil on oak panel. k6a: 12} X8} in.
(30-8 X21°0 cm.), K6B: 12} X8} in. (31-1 X21-0 cm.). In-
scribed DO [sic] ICK. HABDE DISSE - GHESTALT + WAS
ICK-32TAERALT «A - I513 D. I. FEBRVARIL Coat-of-arms
on back of k68: Quarterly 1 and 4: sable, two pales argent,
a chief gules; 2 and 3 argent, on a bend sable three estoiles
or. Ensigned by a tilting helmet bearing the crest: an estoile
or between two lances sable and argent tipped gules (see
Text Fig. 12).2 These are the Hillensberger arms, shown
also on donor’s ring.2 The inscription may be translated as ‘I
ordered this when I was thirty-two years old, 16 February
1513’ or “This is the way he looked when he was thirty-two
years old, 16 February 1513.¢ As noted by Shapley, the
inscription was partially misunderstood at the time of a
restoration.® Both panels abraded.® Cleaned and restored
by Modestini in 1961.

Miami, 1961, p. 86.

The Virgin is scated, shown to just below the knee, holding
the nude Christ Child on her lap with her right hand and a
bunch of flowers with her left; golden rays surround their
heads. A diadem in her long hair, Mary wears a gown with
richly jeweled borders. The Child, on a white cloth, holds
the wing of a parrot with his right hand and grasps the
bunch of flowers with his left. A bull’s-eye window is at
the left; a landscape vista scen through the opening at the
upper right of the left panel is continued in the donor pancl
to the right showing a scaport in a mountainous setting.
The donor, in half-length, his hands folded in prayer,
wears a quilted doublet under a sleeveless, fur-collared robe.
A towel and a lavabo in a niche at the right refer to purifica-
tion (Ephesians 5:26).7

K6A[B was ascribed to Albrecht Diirer until shortly before
1831, when it was re-attributed to an anonymous Lower
German master.® Friedlinder gave the diptych to Adriaen
Isenbrandt, noting that k6A was copied after Jan van Eyck’s
Van der Paele Altar (Bruges, Musée Communal, dated
1436).2 The adaptation of the composition of Jan van
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Eyck’s Van der Paele Altar for use as a diptych with a half~
length donor portrait began in Bruges early in the second
half of the fifteenth century.l® By the early sixtcenth
century, such works continued to be produced by the
artists of Bruges and other centers.!* The land and seascape
in the distance of K68 is closer in style to the school of
Antwerp than to that of Bruges. Isenbrandt incorporated a
similar vista in a donor portrait which, like K68, was the
right wing of a diptych.1® The attribution of this diptych
to Isenbrandt is consistent with the works accepted as his.

Provenance: Bernhard Hausmann, Hannover ~ exhibited by
him from 1827 onward in the Stadtbibliothek, Hannover.
K6A[B were given the inventory number 46,9066 in the
Katalog der Hausmann’schen Gemdlde Sammlung in Hannover,
Brunswick, 1831 (Abschrift), as by Diirer.2® King George V
of Hannover, Schloss Herrenhausen (Verzeichnis der von
S. M. dem Kinige angekauften Hausmant’schen Gemilde-
Sammlung in Hannover, Hannover, 1857: ‘Alt-Nicder-
lindischer Meister, No. 46 Maria mit dem Kind, No. 47
Ein Minnliches Portrait, als Haus- und Andachtsbild
zusammengehdorig’).14 A. Contini Bonacossi, Rome. Kress
acquisition 1927, exhibited — National Gallery of Art, Art
Treasures for America, 10 Dec. 19614 Feb. 1962, Cat. Nos.
46 and 47.

References: (1) Georges Hulin de Loo, Catalogue de
PExposition de tableaux flamands des XIVe, XVe et XVlIe
siécles, Bruges, 1902, Ghent, 1902, pp. Ixiii ff., and Max J.
Friedlinder, Die altniederlindische Malerei, x1,Leyden, 1934,
pp- 79-97. (2) See V. Rolland, Planches de I'Armorial Général
de J. B. Rietstap, Paris, 1909, 11, pl. cc. The Kress pancl
shows Hillensberger arms in the first quarter. The second
quarter may represent the Lindenfels arms (op. cit., v [1912],
pl. 70). (3) Infra-red photographs show that the donor’s
hands were originally placed considerably higher. (4) The
latter is favored by Dr. Arndt (Herolds-Ausschuss der
Deutschen Wappenrolle), who transcribed the inscription:
Als er hatte diese Gestalt, war er 32 Jahre alt anno 1513,
6. Februar. Kress Archive, letter dated 3/1v/70. (5) Miami,
1961, p. 86. (6) According to Alan Burroughs, the painter
of K68 pressed the still wet paint with his hand to ‘soften
the sharpness of the brushwork’, but it may prove that
the ‘fingerprints’ on the surface of k68 resulted from
faulty restoration. (7) For the iconography of the parrot
in the Van de Paele Madonna and the adaptation of that
painting in the sixteenth century, sce E. K. J. Reznicek,
‘De reconstructie van *“t’Altacr van S. Lucas” van Maerten
van Heemskerck’, Oud-Holland, 1xx, 1955, pp. 233~46.
(8) Hausmann Katalog, Brunswick, 1831. (9) Kress Archive,
19/x1/38. (10) A finc example — the work of an anonymous
Bruges master—is in the Lee Collection, Courtauld
Institute Galleries, London. (11) Very close to k6a is a
half-length Virgin and Child attributed to Jan Provost
(Madrid, Marqués de Santo Domingo, Reznicek, op. cit.,
p- 243, fig. 7). Others (attributed to Ambrosius Benson) are
owned by the heirs of D. G. van Beuningen (Vicrhouten),
in Notre-Dame, Assebrock, and formerly in a New York
private collection (sold Parke-Bernet, New York, Sale of
Somers Collection and others, 26 May 1943, Cat. No. 66

A and B). (12) Fricdlinder, op. cit., pl. Lxxvi, Cat. No. 216
(ex coll. Castiglioni). (13) His notations in the published
catalogue (copy in Hannover Stadtbibliothek) state that
K6A[B is not by Diirer but rather a very fine painting of the
Lower Rhenish school. (14) Duke of Braunschweig and
Liincberg (O. Eisenmann, Katalog der zum Ressort der
Keoniglichen Verwaltungskonumission gehorigen Sammlung von
Gemalden, Skulpturen und Altertiimern im  Provincial-
Museumgebdude zu Hannover, Hannover, 1801, 11, p. 159 f,,
Cat. No. 358: Niederlindishcher (2) Meister 1513 Reise-
altdrchen Diptychon . . . [Dr: Bode hilt das Altirchen fiir
Nicderlindisch]. See also J. Reiners, Katalog der zur
Fidei Galeric des Gesamthauses Braunschweig und Liineberg
geharigen Sammlung von Gemilden und Skulpturen im
Provincial-Museum zu Hannover, Hannover, 1905, p. 138,
Cat. No. 426 as unknown Lower Rhenish (?) master.

JAN PROVOST

Jan Provost was first recorded in 1491, when he married the
widow of the prominent painter Simon Marmion, who
had died at Valenciennes two years earlicr. He came from
Mons in the Hainault (Belgium) but may have been
trained in the North of France. Provost is probably identical
with an artist of the same name listed as a master in the
Antwerp Painters’ Guild in 1493. The painter established
himself in Bruges in 1494 where he occupied important
posts in the Guild and died in 1529. Very few documented
works survive, all of which stemn from Provost’s last years;
a Last Judgment (Bruges, Musée Communal) of 1524-26
shows the artist’s adaptation of Ttalianate forms toward the
end of his life. Following Gerard David’s death in 1523,
Provost was perhaps the major artist active in Bruges.!

K1990 : Figure 67

THE PRESENTATION OF THE CHRIST CHILD IN THE
TemrpLE. Denver, Colo., Denver Art Muscum (E-956),
sincc 1954. Oil on panel (fruit wood?). 39%X28%in.
(99-8 X72-0 cm.). Losscs in arca of neck of woman in left
foreground. The panel was probably cut down at top and
bottom, possibly at sides. The figures in the foreground
may originally have been full-length. Pentimenti in profile
of left foreground female. Generally very well preserved.
Coat of arms at the left: argent on a fess gules, four letters
of the alphabet argent. Arms at the right: argent, three
martlets or.

Denver, 1954.

The Prescntation takes place in an ccclesiastical setting
(Luke 2:22-38).2 A bearded elder in rich liturgical garb
stands at the right of the covered altar holding the nude
Christ Child.? To the left is the prophetess Anna, in a
white coif, her right hand raised toward Mary, as she
anticipates the Virgin’s futurc suffering. Next to Anna is
a bearded, dark-haired man, probably Joseph. Mary stands
to the left, her eyes downcast, her hands crossed before her,
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dressed in nun-like garb, in a white coif covered by a dark
mantle. In the left foreground a handmaiden in right profile
wearing a red fur-trimmed dress and claborate coiffure
places a cage with two doves (Leviticus 12:6-8) upon the
altar table with her left hand, raising her dress with her
right. A second, barcly visible attendant is placed behind
her on the far side of the altar. Of the two men standing at
the extreme right, the beardless figure may be a sclf-
portrait of the artist. Stained glass windows at the upper
left show a regal man with a scroll (David?) and a woman
with a longer scroll (a sibyl?). A coat-of-arms appears
below each. A statuette of Moses holding the rod and
tablets of the Law is at the upper center of xK1990: this
image refers to the Mosaic code where the ritual of
purification was prescribed for which Mary came to the
Temple. The statuc also symbolizes the Old Dispensation
(indicated by the tablets of the Law) replaced by the New
Dispensation, that of Christ. A brass (dinanderie) single-
armed wall sconce with a single burning candle just below
the Moses indicates the feast of Candlemas. Piers with
Italianate relief ornament and acanthus capitals are at the
right; arched windows arc scen beyond the piers.

K 1990 was attributed to Isenbrandt when in the Ashburn-
ham Collection® It was given to Provost by William
Suida. The figures were probably originally shown in full-
length, the panel having been cut at the top and bottom
(left and right?) at an unknown date. In all likelihood, it
formed the inner right wing of a triptych. (Sce k2088,
pp- $7-9.) The style of the Presentation recalls the Italianate
art of Quinten Massys and Bernard van Orley. The com-
position is partially based on the same subject (8.88) in
Diirer’s woodcut series Life of the Virgin, completed before
1506. The general disposition of the figures is similar,
especially that of Mary (the foreground female attendant
is not derived from Diirer). Provost was Diirer’s host when
the latter came to Bruges in 1520 and 1s21.

k1990 dates from Provost’s late period, close in style to the
central panel of his Scenes from the Lives of SS. Anthony of
Padua and Bonaventura of 1521 (Brussels, Musées Royaux
des Beaux-Arts) and is among the artist’s major works.

Provenance: Said to have been in the collection of King
William Il of Holland.S Earl of Ashburnham, London.
Lady Catharine Ashburnham (sale, London, Sotheby’s,
The Ashburnham Collections, Part I: Catalogue of Paintings
and Drawings of the Continental Schools, 24 June 1953, p. 24,
Cat. No. 57, as by Iscnbrandt; purchased by H. Barr. New
York, David M. Koctser Gallery. Kress acquisition 1954.

References: (x) The major study of Provost is by Max J.
Fricdlinder, Die altniederlindische Malerei, 1%, Berlin, 1931,
pp. 74-92. (2) For this theme see Dorothy Schorr, ‘The
Iconographical Development of the Presentation of Christ
in the Temple’, Art Bulletin, xxvi, 1946, pp. 17-32; Réau,
1, 2, pp. 261~6. This occasion and the feast commemorating
it are variously known as the Presentation of Christ, the
Purification of the Virgin, and Candlemas (for the blessing
of candles on that day; cf. Luke 2:32, ‘a light to lighten

the Gentiles’.) (3) He may represent Simeon rather than
the priest; by the sixteenth century these figures tended
to be conflated so that exact identification is uncertain.
(4) Suggested in Denver, p. 72. (5) The Ashburnham
Collection, Part I: Catalogue of Paintings and Drawings of the
Continental Schools, Sotheby and Co., London, 24 Junc
1953, p- 24, Cat. No. s7. (6) A Presentation in the
Temple is listed as ‘Ecole de van Eyck’, Cat. No.
35, in the Amsterdam sale, but the measurements do not
correspond to those of k1990. The Kress panel may perhaps
be Cat. No. 190, listed as ‘Siméon tenant I'enfant Jésus sur
les bras’, by an anonymous master, no measurcments given.
Catalogue des tableaux anciens et modernes, de diverses écoles:
dessins et statues . . . formant la Galerie de feu Sa Majesté . . .
Guillaume II, Roi des Pays-Bas, Amsterdam, 12 Aug. 1850.

Attributed to JAN PROVOST
[Goswyn van der Weyden)]

K2166 : Pigurc 68

MADONNA AND CHILD WITH ST. ANNE. Nashville,
Tennessee, George Peabody College for Teachers, Kress
Study Collection, since 1961. Oil on pine (or oak?).
19 X13% in. (48-3X34-0 cm.). Restored by Modestini in
1961.

Acquisitions, 1961.

Mary is seated at the left on a faldstool holding the nude
Child on her lap. His right arm is raiscd as if in benediction,
and his left arm is extended toward an apple held by St.
Anne, who wears a white coif and a cloak over a fur-
trimmed dress. The figures are shown in an enclosed
garden, symbol of Marian purity, filled with daisies,
columbine, strawberries, and violets.! The iris growing
near to Mary refers to the Sorrows of the Virgin.2 The
open book in St. Anne’s lap and the apple probably
symbolize Christ’s role as the new Adam, Savior of
mankind. The women’s pensive demeanor points to their
cognizance of the Passion. The two old men by a cottage
at the upper left near a dove-cote, one of whom is seated
reading, are Joseph and Joachim. A wooded landscape is in
the background with a white dog at the left. The group in
the foreground is known in Northern art as the Anna
Selbdritt.®

The following four known paintings similar in composi-
tion to K2166 are all inferior in quality to the Kress panel
and are based upon it or a lost work. The first of these is in
London, National Gallery, No. 1089 (Davies, Early Nether-
landish School, National Gallery, London, 1968, pp. 140-1).
15} X12 in.; it is described by Davies as ‘fecble, probably
Bruges School, c. 1525’. The second is in Barcelona, Puig
Palau Collection; the third, in Strasbourg, Musée des
Beaux-Arts, acquired in 1938, Cat. No. 81, 19} X15§ in.
This has been attributed by Friedlinder (Die altnieder-
landische Malerei, Leyden, 1933, x1, p. 120, Cat. No. 51),
to the Master of the Antwerp Epiphany. Finally a version
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in Amsterdam, Douwes, 1938 is listed as Isenbrande (Witt
Library photo); it includes two extra figures.

According to von Engerth, the Kress panel was ascribed
to Lambert Lombard in Prague in the early seventeenth
century® When cxhibited in 1783 in Vienna, at the
Belvedere, k2166 was attributed by Mechel to Hieronymus
Bosch.3 Gliick noted that, according to Scheibler, the
landscape was close to the early art of Herri met de Bles
and the figures close to those of Patinir. Gliick dated the
Kress pancl ¢. 1510 and attributed it to Goswyn van der
Weyden.® According to Jacqueline Folic and Nicole
Veronée-Verhacgen, k2166 may be by Jan Provost; they
suggested that the differences in the physiognomies in the
Madonna and Child with St. Anne and those scen in Provost’s
sccure works may be due to overpainting.?

Such paintings as Provost’s Madonna in the Clouds (Lenin~
grad, Hermitage) and an Annunciation (formerly Berlin,
art market) offer considerable stylistic analogies to K2166.
It must be appreciably carlicr in date than t ¢ Presentation

K1990, p. 74).5

Provenance: Imperial Hapsburg Collection. Kunsthis~
torisches Muscum, Vienna.? New York, Drey Gallery.
Kress acquisition 1957.

References: (1) For the symbolism of the columbine, see
K2114, p. 10 above, note 10; for the daisy sce Lottlisa
Behling, Die Pflanze in der mittelalterlichen Tafelmalerei,
Weimar, 1957, p. 34. (2) For the iris sce K1646, p. 49,
note 8. (3) For the iconography of the Anna Selbdritt, sce
Beda Kleinschmidt, Die heilige Anna, Diisscldorf, 19303
Réau, 11, 2, pp. 75-9; 84-90; 146-8; Lexikon der Marienkunde,
1, col. 248. (See also k1972, p. 29, Hans Baldung Grien.)
(4) As ‘Maria und Elisabeth mit einem Kindlein, von
Lambardus de Lambardi’ (folio 40a of the inventory of the
Prague Kunstkammer; also No. 109 of Prague inventory in
Wrangl'schen Schlosse Stokloster). See E. R. von Engerth,
Kunsthistorische Sammlungen des allerhochsten Kaiserhauses.
Gemdlde. Beschreibendes Verzeichniss, 11, Nicderlindische
Schulen, Vienna, 1884, p. 304, Cat. No. 1049. The painting
was hidden when Queen Christina of Sweden came to the
city. (5) The exhibition catalogue reference, Mechel, 1753,
p- 158, Cat. No. 32, is given by von Engerth. No mention
of the Kress painting was found in Chrétien de Mechel,
Catalogue des tableaux de la Galerie Impériale et Royale de
Vienne, 1784, p. 158, Cat. No. 32, although cited by von
Engerth. It was presumably listed in another Mechel
inventory. (6) Gustav Gliick, Katalog der Gemdldegalerie,
Kunsthistorisches Muscum, Vienna, 1928, p. 254, Cat. No.
679. (7) Kress Archive. (8) Sec Friedlinder. Die altnieder-
landische Malerei, 1x, Berlin, 1931, p. 147, Cat. No. 14713
p- 150, Cat. No. 177; and pls. 1xx, Lxx1x. (9) In the
catalogue of 1880 (p. 65, Cat. No. 46) k2166 was listed as
by an unknown artist; from 1884 to 1907 it was listed as
Netherlandish, first half of the sixtcenth century. In 1928
(Katalog der Gemdldegalerie, Vienna, 1928, p. 254, Cat. No.
679) it was given to Goswyn van der Weyden; repeated
in 1938.

QUINTEN MASSYS

Quinten Massys was born in Louvain in 1466; he became
the leading master of Antwerp, where he died in 15301
The artist combined his Netherlandish pictorial heritage
with new decorative motifs and compositions from the
Renaissance art of Northern Italy. A master of physiog-
nomical exploration and of subtle, changeant coloring,
Massys brought together aspects of the art of Hugo van
der Goes and of Leonardo da Vinci. Unlike the ‘Antwerp
Mannerists’, Massys preserved the monumental tradition
of carly Northern art, providing an important point of
departure for Netherlandish painting of the later sixtcenth
century. The artist had a large number of studio assistants;
many of his works were painted for export.

Reference: (1) Max ]. Friedlinder, Die altniederlindische
Malerei, vi1, Leyden, 1934; K. G. Boon, Quinten Massys,
Amsterdam, 1942; Ludwig Baldass, ‘Gotik und Renaissance
im Werke des Quinten Massys’, Jahrbuch der kunst-
historischen Sammlungen in Wien, n.s., vi, 1933, pp. 137-82.

Studio of QUINTEN MASSYS
K 1903 : Figure 69

SAINT CHRISTOPHER. Allentown, Pennsylvania, Allen-
town Art Museum (61.47.G) since 1960. Oil on oak.
26} X19 in. (66-6X48-3 cm.). Cleaned, cradled, and re-
stored by Modestini in 1952/53. Split down center of panel;
well preserved.

Allentown, 1960, p. 88. Reproduced in color in Seymour,

p. 77, fig. 69.

St. Christopher, in a purple tunic and flowing red mantle
and a white head-band, grasping a staff, is seen almost
frontally. The Infant, in a purple robe, is perched on
Christopher’s shoulder. His right hand raised in benediction,
Christ grasps Christopher’s head-band with the other. The
giant saint stands in the harbor water, cliffs to the left and
right, ships and mountains in the distance. The setting sun
gives a yellow tinge to clouds in the blue sky. Christopher
(the Greck word for Christ-bearer) was a human ferry who
bore people across a river. The Christ Child grew, as the
ferryman carried him, increasingly heavy: an allegory of
Christ bearing the sins of the world.!

The composition of k1903 is based upon a lost Eyckian
work known from a silverpoint drawing in the Louvre
(Cabinet des Dessins) and a panel painting somectimes
attributed to Dieric Bouts (John G. Johnson Collection,
Philadelphia Art Museum). Many Netherlandish painters
in the mid- and latc fifteenth century continued utilizing
the composition, most notably Bouts and Memling.? The
Kress panel is extremely close to an early depiction of the
same subject by Quinten Massys (Antwerp, Musée Royal
des Beaux-Arts) and to a painting attributed to Albert
Bouts, probably dating ¢. 1490 (Modena, Galleria Estense).?
Christopher’s pose is reversed in the Antwerp painting.
While shown parallel with the cliffs in the Kress panel, the
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saint is placed before the cliffs, nearer the picture plane,
in the Antwerp work. Christopher’s drapery, the Infant,
and the landscape of k1903 are closer to the Modena panel
than to the Antwerp example. The Kress panel omits the
hermit with lantern secen on the left in the Antwerp
painting.

Friedlinder gave K 1903 to Quinten Massys.* Payne stressed
the correspondence of K1903 to the Modena panel and
found the attribution of the Kress example to Massys
himself dubious.? Shapley (Allentown, p. 88) dated x1903
¢. 1490, approximately contemporary with the Antwerp
painting by Massys, and accepted his authorship for the
Kress panel.

The high finish and almost microscopically rendered detail
of the Kress panel suggest its execution by a master who
was close to Jan Gossart’s aesthetic and active in Massys’
circle. Such an artist exccuted panels now in Portugal in
the style of x1903.%

Provenance: Dr. von Cranach, Wartburg, Thiiringen,
Germany, according to Knoedler. New York, M. Knoedler
and Co. Kress acquisition 1952, exhibited — Art Treasures
Sfor America, Washington, D.C., National Gallery of Art,
10 Dec. 1961-4 Feb. 1962, Cat. No. 61.

References: (1) For the iconography of St. Christopher, sce
Réau, m, 1, pp. 304-13. (2) For depictions of Christopher
by Bouts and his circle, see Wolfgang Schéne, Dieric Bouts
und seine Schule, Berlin-Leipzig, 1938, pp. 143 ff. (3) For
the Antwerp painting, scc Max J. Friedlinder, Die
altniederlindische Malerei, v, Leyden, 1934, pp. 33, 119,
Cat. No. 32, pl. 31. See also Friedlinder, ‘Quentin Massys:
Reflexions on his Devclopment’, Burlington Magazite,
Lxxn, 1938, pp. $3-4. For the Modena painting scc
Friedlinder (Die altniederlindische Malerei, m1, Berlin, 1925,
p. 121, Cat. No. 71, pl. 1xm) and Schéne (op. cit., Cat.
No. 125, p. 144), who belicved it to be copiced after a lost
Dieric Bouts of ¢. 1470. The Kress pancl may be more
directly based upon a lost Dieric Bouts than upon cither
the Antwerp or Modena paintings. (4) Certificate in Kress
Archive, 1950. (5) Jenscne Godwin Payne, ‘The icono-
graphy of St. Christopher in Fiftcenth Century Nether-
landish Painting’, M.A. thesis, New York University,
1964, p. 61. (6) Sce Luis Reis-Santos, ‘Edouard Portugalois,
disciple et collaborateur de Quentin Massys’, Pantheon,
XXV1, 1968, pp. 185-96, pls. 12a, 12b, two wings in Lisbon,
Museu Nacional de Arte Antiga.

Circle of QUINTEN MASSYS

K1688 : Figure 70

SALvATOR MUNDI (The Savior of the World). Raleigh,
North Carolina, North Carolina Museum of Art
(61.60.17.62), since 1960. Oil on thin, uncradled single oak
panel. 21 X14} in. (53-3 X36-2 cm.). Slight abrasion to left
of nose and at right of mouth. Initially hair was behind left

shoulder, with left ear visible; face somewhat rounder;
change in hairline and at right. Restored by Modestini in
1950.

Raleigh, 1960, p. 126. Reproduced in color, Raleigh,
p. 127.

The Savior, in regal, gold-cmbroidered, red robes, has
his right hand raised in benediction; his left grasps a
jeweled crystal orb surmounted by a jeweled, open-work
gold cross. His quatrefoil jeweled golden morse shows
Moses enthroned holding the Tablets of the Law. Heaven
is indicated by clouds along the lower edge and the upper
corners of the panel. Christ’s halo of incised parallel lines
is covered by a painted one; his hands and a castle (?) are
reflected on the crystal orb. God’s regal attributes show
him as King of Heaven and Savior of the Earth. Moses,
on his morse, is included as giver of the Old Dispensation,
prefiguring Christ as giver of the New.! The orb sym-
bolizes the world as created and ruled by God; the cross
above indicates the salvation of Mankind through the
sacrifice of his Son. The castle reflected on the orb may
symbolize the ‘Heavenly Jerusalem’.2

The panel was attributed by Friedlinder to Hans Memling 3
Suida and Shapley (loc. cit.) listed k1688 as by Quinten
Massys, describing it as more Leonardesque than the same
subject by Massys in Antwerp (which is gencrally dated
before 1508) and proposing a datc of 1s510-15. Ferber
pointed out that the amethysts in the morse ‘refer to the
royalty of Christ as well as alluding to His blood, the
Eucharist element which is a sign of the New Covenant.
Pearls are symbolic of the purity and divinity of Christ’s
origin. Within this setting Moses’ Old Law has been re-
placed by the New: a juxtaposition in which Christ as
Salvator Mundi supersedes Mosaic Law as the means to
salvation’. According to Ferber, the orb with seams is
‘shown as a man-made object — the earthly globe’ reflecting
Netherlandish architecture contemporary with Massys.4

k1688 is based upon East Christian images of the Vera Icon
as adapted by Jan van Eyck for the central figure of God in
the Ghent Altar. A painting by Robert Campin (?) Heads
of Christ and the Virgin (John G. Johnson Collection,
Philadelphia Art Muscum) and the central figure in Roger
van der Wcyden’s Braque Triptych (Paris, Louvre) may also
have contributed to the design. The artist may have con-
sulted works by Memling (Norton Simon Collection, Los
Angeles; Antwerp, Musée Royal des Beaux-Arts). The
work closest to k1688, by a follower of Massys (London,
National Gallery), has a companion wing with Mary to
the right, forming an arched diptych.® The Kress panel
secems also to have been originally planned with an arched
top. It may have formed half of a diptych, with a com-
panion panel (at cither the left or the right) showing the
Virgin as Queen of Heaven or Mater Dolorosa interceding
for Mankind, in threc-quarter view, her hands in prayer.
K1688 is far more conservative in style than the relatively
early Massys Salvator Mundi (Antwerp, Musée Royal des
Beaux-Arts).% The Kress panel is probably based upon a
later, more gothicizing work by Massys known from the



78 EARLY NETHERLANDISH SCHOOL: XV-XVI CENTURY

London copy. According to Baldass, the London panel
stems from an even carlier design than that of Massys’
Antwerp Salvator Mundi.” The treatment of the hands in
k1688 is strikingly close to Van der Weyden whose art
was still closely copied in Brussels and Antwerp by Colin
de Coter at the end of the fifteenth century. The proposed
date of 1§10-1§ scems reasonable.

Provenance: Spanish convent. Omando Ruiz, Spain.? New
York, French and Company. Kress acquisition 1949.

References: (1) For the meaning and genesis of the subject
of k1688, sce Ludwig H. Heydenreich, ‘Leonardos
“Salvator Mundi”’, Raccolta Vinciana, xx, 1964, pp. 83—
109, esp. pp- 84, 88. Otto Picht, “The “Avignon Diptych”
and its Eastern Ancestry’, De Artibus Opuscula XL, Essays
in Honor of Erwin Panofsky, ed. Millard Meiss, New York,
1961, 1, pp. 402-21. (2) For an interpretation of the signi-
ficance of the reflections on the orb, see Carla Gottlieb,
‘The Mystical Window in Paintings of the Salvator
Mundi’, Gazette des Beaux-Arts, 6me sér., LVI, 1960, pp. 313~
32, esp. p. 320. (3) According to a certificate of 1/vir/49 in
the Kress Archive, Erik Larsen has supported this attribu-
tion. (4) Stanley Ferber, ‘Quentin Massys’ Salvator Mundy’,
North Carolina Museum of Art Bulletin, 1x, Mar. 1970,
pp- 37-41. The author stresscs the Brague Triptych (Paris,
Louvre) Christ as a source for k1688 rather than the God
from the Ghent Altar. The seven scams on the orb held by
the Kress Salvator Mundi were remarked upon by Robert
A. Koch, who suggested that they might be meridian lines.
(5) See Martin Davices, National Gallery Catalogues, Early
Netherlandish School, London, 1968, p. 92, Cat. No. 29s.
Also National Gallery Catalogues, Early Netherlandish School,
London, 1947, pls. 59, 60. (6) Sec Max J. Fricdlinder, Die
altnicderlindische Malerei, vii, Leyden, 1934, p. 114, Cat.
No. 5. Illustrated in H. Fiercns-Gevaert, Les Primitifs
Flamands, Brussels, 1910, m1, pl. cxt, opp. p. 188. (7) Ludwig
von Baldass, ‘Gotik und Renaissance im Werke des
Quinten Metsys’, Jahrbuch der Kunsthistorischen Sammlungen
in Wien, n.F., vo, 1933, pp. 137-82, csp. p. 166. Sce also
Ludwig von Baldass, Joos van Cleve, Vienna, 1925, pl. 14
and note 48 for another Salvator Mundi relating to x 1688.
(8) The previous owners are quoted from the dealer’s
brochure.

JAN GOSSART (MABUSE)

Jan Gossart was born ¢. 1478 in Maubeuge (Flanders); he
died in Antwerp in 1532.! Active as a free master in
Antwerp and listed in the guild there from 1503-7,
Gossart then became court painter to Philip of Burgundy
(a bastard son of Philip the Good) and accompanied him
to Rome c¢. 1508/9.2 When Philip became Bishop of
Utrecht, Gossart (with the Venetian artist Jacopo de’
Barbari) cxecuted several classicizing paintings for Philip’s
castle at Soutburg near Middelburg such as the Neptune
and Amphitrite (Berlin, Staatliche Muscen) of 1516. Shortly
before Philip’s death in 1523, Gossart was at the court ot
Margaret of Austria at Malines. The artist continued in her

cmploy; he may also have worked for Philip’s successor,
Adolphe of Burgundy, at Middclburg. Gossart was a
master of at least three scparate styles. His early work -
still a subject of considerable critical controversy - is close
to the art of the Antwerp Mannerists.> He was also an
adept master of highly realistic, Italianate portraiture,
influencing that of Bernacrt van Orley. Perhaps the most
brilliant master of his day of the oil technique, Gossart
cmulated the art of Jan van Eyck. Diirer’s engravings, with
their intricate chiaroscuro and powerful compositions,
were sometimes adapted by Gossart, who was also an
engraver. The sixtecnth-century master is best known for
his fusion of the art of antiquity and the Italian Renaissance
with a flamboyant, highly inventive late Gothic decorative
vocabulary. Gossart’s technical virtuosity is especially
cvident in his use of grisaille. k1661 is among his most
brilliant exercises in the use of almost monochromatic
tonalitics.

JAN GOSSART
K1661A/B : Figures 73-75

ST. JEROME PENITENT (altar wings). Washington, D.C.,
National Gallery of Art (1119), since 1951. Oil on panel
prepared with red bole. 34 X10in. cach (86-4 X25-4 cm.).
False Diircr-like monogram on a small stone added at an
unknown date in middle ground at right4 Panels very
slightly cut down, along the left side of right panel and
right side of left panel; joined and cradled before acquisi-
tion.> Unevenly preserved; considerable abrasion in sky
and flesh arcas. Six deep vertical scratches: at the lower left,
along the right side of the tree, down right end of transverse
of cross, through lion’s face, through left shoulder and torso
of Jerome, and between tree and tower above Jerome.
Panels separated and restored by Modestini; each cradled
in 1049, and a narrow wooden strip added to replace the
lost areas. Restored by Modestini in 1956.

Suida, p. 198, Cat. No. 87. Reproduced in color in Art
News Annual, xx1, Nov. 1951, p. 109; Broadley, p. 29.

KIGG61A[B were probably the exterior sides of wings painted
by Gossart for a triptych whose central panel was The
Agony in the Garden, Text Fig. 13, now in Berlin (Staatliche
Museen). It is the same height as the Kress pancls, the
width is 12 cm. (4§ in.) less than the combined dimensions
of x16614[B but this difference is due to the loss of the
original frame. The pancls are executed in an enriched
grisaille, with added warm tones including yellow glazes.
In the wings forming the St. Jerome Penitent the right one
(k1661B) depicts Jerome kneeling barefoot in the fore-
ground, the lion at his right side, his cardinal’s hat before
him to the left. The saint looks up to the Tau-shaped
crucifix (in the adjacent wing), beating his bare breast with
a rock held in his right hand. He holds another rock in the
left hand and wears a sleeveless robe which seems to have
been torn open at the breast, his waist encircled by a girdle
of thorns twined around a cord. The saint is depicted in
rocky terrain; a camel driver is in the background with a
figure walking alongside. Both approach rock-cut steps
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leading to a flamboyant Gothic church at the extreme
upper right. The diminutive figure of the saint, in cardinal’s
attire, is seen again at the upper right on the rock-cut steps
extracting a thorn from the fore-paw of the lion who
stands on his hind legs. The cardinal is scen again, from the
back, about to enter the portal of the wall which surrounds
the church. A massive blasted tree in K1661A supports an
obliquely placed carved wooden image of a crucified
Christ whose cross seems to grow from the tree trunk.
Jerome’s cardinal’s robe is on the rocky ground behind the
tree. In the middle distance the lion stands behind a laden
mule. A walled city with a fantastic belfry is scen beyond,
reflected in the water.

St. Jerome went into the desert ‘. . . to adaunt and subdue
my proud flesh I rose at midnight all the weck long, joining
oft the night with the day, and I ccased not to beat my
breast, praying our Lord to render to me the peaceable
peace of my flesh’.® The subject of k1661 was freely
adapted from The Golden Legend or some other account of
St. Jerome and the lion, a theme which was especially
popular in the first third of the sixteenth century. Accord-
ing to The Golden Legend, a lion came to the monastery
where Jerome and his brethren were studying Holy
Scripture. While the others fled, Jerome welcomed the
lion who then showed the saint a thorn in his paw. Jerome
called his fellow monks to treat the lion’s foot. The beast,
tamed, was used to lead a donkey to pasture and to bring
it, laden with wood, back to the monastery. One day, as
the lion lay sleeping in the pasture, merchants with a camel
train stolc the donkey. When the lion returned to the
monastery without the donkey, he was thought to have
devoured his charge and was beaten. Later, when the lion
came upon the donkey leading a camel train, he roared so
loud that the merchants fled and the lion led the camel
train to the monastery. The merchants followed and were
forgiven by St. Jerome to whom they brought oil annually
in penitence.” The prominence of wood in x1661 — the
great tree trunk, the grained cross, the dry trces in the
background of the left wing, the flourishing trees at the
saint’s upper right, the thorny twigs twisted around his
waist — refers to the well-known but dubious Greek
etymology of the name Jerome as popularized by Voragine:
‘Jeronimus is said of Jerar, that it is holy, and of nemus,
that is to say a wood. And so Jerome is as much to say as a
holy wood’.# Herzog has shown that the Crucifix rising
from a tree trunk stems from the theme of the lignum vitae
(Tree of Life) and is found in Italian depictions of the
penitent St. Jerome from the late fiftcenth century on-
ward.? ‘The tree is a cosmic symbol, it serves as an
instrument of salvation, the clement of rejuvenation is
central to the narrative, and it is the vehicle for the portrayal
of the antithesis of death and life. In the words of St.
Augustine, “In the treces we perish, by the tree we are
redecemed; in the wood hangs death, in the wood hangs
life....” The saint sought spiritual renewal through
imitation of Christ’s physical and spiritual suffering, which
began with His vigil on the Mount of Olives and ended
with His mortal death on the Cross’1® Herzog found
another example of the theme of k1661 used for the

exterior of a triptych by the Delft Master of ¢. 1520. He
noted that x1661, like the Delft panel, may have been a
continuous representation, the pictorial area extended
(without a separating moulding down the center) from one
panel to the other. Gossart himself followed this procedure
in the Adam and Eve painted on the exterior of the Malvagna
Triptych (Palermo, Galleria Nazionale della Sicilia).11

K1661 was first given to Gossart by Friedlinder. The
attribution has never been questioned.1? Winkler described
the work as early in date® Fricdlinder dated the panels
¢. 1512.1% Held found x1661 to belong to the same style
as Gossart’s carliest drawings.1® The St. Jerome Penitent was
viewed by Gliick as contemporary with Gossart’s Agony in
the Garden (Berlin, Staatliche Museen, Text Fig. 13) which
he dated ¢. 1514-15. He found the beardless characterization
of St. Jerome a sign of Gossart’s conservative style.18
Louchheim considered the seated lion sphinx-like, probably
referring to Jerome'’s concern with classical Antiquity.1?
Douglas commented upon the subtle chiaroscuro of the
Kress pancls as superior to that of any of Gossart’s con-
temporarics.2® The grouping of the Kress panels as the
outer sides of wings of the Berlin Agony was suggested by
Frankfurter. He proposed that the St. Jerome was a portrait
of Gossart’s patron, Philip of Burgundy, and that the church
on the right wing referred to the Cathedral of St. Martin
at Utrecht (episcopal sce received by Philip in 1517) which
was near Philip’s residence.® St. Jerome Penitent was grouped
with the Berlin Agony, the Adoration of the Magi (National
Gallery, London), and the Malvagna Triptych (Palermo,
Galleria Nazionale) by Folic.2? She dated the Kress panels
¢. 1511/12, shortly after the painter’s return from Rome,
at which time his works are characterized by a clash
between the classical and the Gothic Mannerist traditions.
Seymour (p. 86) described ‘the cinematic quality of their
conception as “still shots” from a vast panoramic land-
scape’. They were placed beforc Gossart’s Italian journey
by von der Osten, who stressed the pancls’ late Northern
Gothic quality and the landscape’s Danubian character (as
adapted by Lower Rhenish masters such as Jan Joest van
Calcar); he found the creation of the lion’s anthropomorphic
head unthinkable after Gossart’s journey to the south.?
Winkler compared the refined exccution of trees and rocks
to that of Diirer’s engravings. He implied that the Kress
panels date after the Doria diptych (Virgin and Child in a
Church and Donor with St. Anthony, Rome, Palazzo Doria).2?
St. Jerome Penitent was dated in the year immediately after
Gossart’s Roman residence by Bruyn who assumed that the
artist then returned to a study of Eyckian and other early
Netherlandish painting. He included the Berlin Agony, the
London Adoration of the Magi, the Malvagna Triptych, and
Adam and Eve (Lugano, Thyssen Collection) in this ex-
tremely complex phase of ¢. 15102

The contrast between the wonderfully shaded grisaille
exterior St. Jerome wings in Washington and the nocturne
of the Agony in the Garden was noted by von der Osten who
dated the triptych in Gossart’s early years, when his feeling
for nature was at its most delicate and complex.?* Accord-
ing to Herzog, the Kress panels and their assumed com-
panion picce in Berlin are the only known early paintings
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by Gossart. They could have been executed just before the
artist’s Italian journey of 1507/8-9 or in the years following
it, 1509/10~12. He inclined toward the later period, in view
of Gossart’s Italianate treatment of the Crucifix and the
stylistic affinity between the Kress wings and Roman
drawings by him from the first half of 1509. Although
Herzog noted the thematic as well as compositional link
between the Kress wings and the Berlin pancl - that of
prayer —he did not exclude the possibility that the St.
Jerome Penitent may have functioned in some other setting.
He stressed the new popularity of the theme of the penitent
St. Jerome in Italy in the sccond half of the fiftcenth
century and its frequent depiction in Northern Europe
following Diirer’s engraving (8.6) of c. 1497 that was
inspired by Northern Italian models.®

The subject and coloring of the presumed central panel
(Berlin Agony) and exterior of the triptych may relate to
Jerome’s comment on his life in the desert, meditating
on the Passion: ‘I often joined night to day with my wailing
and ceased not from beating my breast till peace returned
to me at the Lord’s behest.’26 Some compositional corres-
pondences between the Kress panels and Lucas Cranach’s
woodcut of the St. Jerome Penitent dated 1509 (B.63) suggest
that they were painted shortly after that date. Such a
source would provide the Danubian aspects of the com-
position detected by von der Osten. In view of Gossart’s
frequent emulation and imitation of Jan van Eyck’s work,
it may prove that K1661 is based upon an Eyckian proto-
type. The triptych to which K1661a/B bclonged was
probably placed in a family chapel or church dedicated to
St. Jerome. The saint was the patron of churchmen and it
may well be that the triptych was destined for a monastic
setting in view of the emphasis upon penitence and prayer
in both the interior and exterior. The Agony in the Garden
as a central subject of a triptych is highly unusual. It may
perhaps have been painted fora member of the Hieronymite
Order to which Gossart’s patron Margaret of Austria and
her nephew Charles V were closely linked.2? The Kress
panecls are among Gossart’s finest works; though they may
show slight traces of his experience with Italian art, their
technique and composition are predominantly Nether-
landish.

Provenance: John M. Romadka, Prague and Milwaukee,
Wis., by 1858 (died 1898). Mary Tekla Romadka, Pasadena,
Calif. New York, Duveen Bros., exhibited - New York,
Durlacher Bros., An Exhibition of Paintings and Sculpture of
S. Jerome, s-31 Mar. 1945, Cat. No. 9. Flint, Michigan,
Flint Institute of Arts, Exhibition of Paintings of Old Masters,
1945, Cat. No. 4 (ilL.). Crandall Public Library, Glens Falls,
New York, 1945. New York, Duveen Art Galleries,
Exhibition of Flemish Paintings, 1946, Cat. No. 8. Kress
acquisition 1949.

References: (1) For an exhaustive bibliography covering
Gossart’s life and work, sce the exhibition catalogue Jan
Gossaert genaamd Mabuse|Jean Gossaert dit Mabuse, Rotterdam
and Bruges, 1965, pp. 392—409. For Gossart’s death date see
‘La date de déces de Jean Gossactt’, ibid., pp. 33-8. See also

J- Duverger, ‘Jean Gossaert te Antwerpen’, Bulletin Museum
Boymans-van Beuningen, X1x, 1968, pp. 16-24, esp. p. 24.
(2) For his Roman journey sec J. G. Van Gelder, ‘Jan
Gossaert in Rome’, Oud-Holland, 11x, 1942, pp. 1 ff. Sce
also J. Folie, ‘Les dessins de Jean Gossart dit Mabuse’,
Gazette des Beaux-Arts, xxxvi, 1951, pp. 77-98. (3) For
the problem of Gossart’s carly works sce Gert von der
Osten, ‘Studien zu Jan Gossaert’, De Artibus Opuscula XL,
Essays in Honor of Erwin Panofsky, cd. Millard Meiss, New
York, 1961, 1 pp. 454-75; and Friedrich Winkler, ‘Aus der
crsten Schaffenzeit des Jan Gossaert’, Pantheon, XX, 1962,
pp- 145-55. (4) Probably basis for an old attribution of
k1661 to Hans Holbein the Younger. (5) Sec Max J.
Friedlinder, Die altniederliudische Malerei, viu, Betlin,
1930, p. 154, pl. xxm, Cat. No. 22 for X1661A/B as a
single panel. The donkey’s head was ‘completed’ and the
rocks in the center united. Sce Sadja Herzog, ‘Gossart,
Italy, and the National Gallery’s Saint Jerome Penitent’,
National Gallery of Art, Report and Studies in the History of
Art 1969, Washington D.C., 1970, pp. $9-73, p. 60,
fig. 2 (after cleaning in 1950), p. 62, fig. 4 (Infra-red
photograph), p. 63, fig. s (Ultra-violet photograph).
Hereafter cited as Herzog. Spelling of the artist’s name
follows Herzog’s obscrvation, p. 71, n. 1. (6) Jacobus de
Voragine, The Golden Legend or Lives of the Saints as
Englished by William Caxton, London, 1900, Vv, pp. 201-2.
For an extensive bibliography concerning the iconography
of St. Jerome Penitent see Herzog, pp. 3, 8-12, n. 11, 29-40.
Sce also Réau, 1, 2, pp. 740-50; Golden Legend, op. cit.,
pp. 201-2. Appendix 1, The Legends, in Helen 1. Roberts,
‘St. Augustine in “St. Jerome’s Study”: Carpaccio’s
Painting and its Legendary Source’, Art Bulletin, x11, 1959,
pp. 282-97, esp. p. 296. For Flemish examples of the
Penitent St. Jerome, sce Herzog, p. 72, n. 29. (7) Golden
Legend, op. cit., pp. 203~5. The placement of the lion to the
rear of the camel train suggests that Gossart used an
account other than Voragine’s. A painting of the circle of
Albert Bouts (Dijon, Musée des Beaux-Arts) shows the
cpisode with the camel drivers in much the same way as
K 1661 (repr. by Louis Réau in ‘Les Primitifs de la Collection
Dard au Musée de Dijon’, Gazette des Beaux-Arts, 6me
sér., 11, 1929, p. 343, fig. 6); the central panel of Jacob
Cornelisz” St. Jerome Altar of 1511 (Vienna, Kunst-
historisches Museum) repr. by G. J. Hoogewerff, De
Nord-Nederlandsche Schilderkunst, The Hague, 1939, mI,
p. 105, fig. 51, depicts this scene in the background. (8)
Golden Legend, op. cit., p. 199. (9) Herzog, p. 73, nn. 41-53.
(10) Herzog, pp. 68, 70. (11) For the Delft Master’s St.
Jerome Penitent, scc Friedlinder, op. cit., x, Leyden, 1934,
pl. xxxv, and p. 45, Cat. No. 63. (12) Max J. Friedlinder,
Von Eyck bis Bruegel, Betlin, 1921, p. 198. He knew of the
painting from a photograph, presumably taken before the
panel was brought from Europe to Milwaukee by John
Romadka, (x3) Friedrich Winkler, Thieme-Becker, x1v,
p- 412. (14) Fricdlinder, 1930, 0p. cit., p. 184, Cat. No. 22,
(15) Julius Held, ‘Overzicht der Litteratuur betreffende
nederlandsche Kunst’, Oud-Holland, 1, 1933, pp. 133-44,
esp. p. 137. (16) Gustav Gliick, ‘Mabuse and the Develop-
ment of the Flemish Renaissance’, Art Quarterly, vin, 1943,
pp. 116-38, csp. p. 127. (17) Aline B. Louchheim, ‘Saint
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Jerome/[Variations on a Theme’, Art News, xLv, Mar.
1945, pp. I0-II, 31, esp. p. 10. In view of the depictions
of the lion from the rear this is highly unlikely. Riemen-
schneider’s St. Jerome (Cleveland Museum of Art) ¢. 1505-10
is very close to X1661 and is totally devoid of Italian
influcnce. (18) R. Langton Douglas, quoted by a catalogue
of Duveen Art Galleries, Exhibition of Flemish Paintings,
New York, 1946, Cat. No. 8; Gliick is quoted as dating
the work 1s10-12. (19) Alfred M. Frankfurter, ‘Inter-
preting Masterpieces: Twenty-four Paintings from the
Kress Collection’, Art News Annual, xx1, 1951, pp. 82129,
esp. pp- 114-15. St. Jerome does not resemble documented
portraits of Philip of Burgundy nor does the church in the
background resemble St. Martin’s. (20) Ibid., p. 84. (21)
Gert von der Osten, ‘Studien zu Jan Gossaert’, De Artibus
Opuscula XL, Essays in Honor of Enwin Panofsky, 1, 1961,
Pp- 454-75, esp. p. 457 (22) Friedrich Winkler, ‘Aus der
ersten Schaffen-Zeit des Jan Gossaert’, Pantheon, XX, 1962,
pp- 145-55, esp. pp. 150-1. (23) Josua Bruyn, ‘The Jan
Gossaert Exhibition in Rotterdam and Bruges’, Burlington
Magazine, cviL, 1965, pp. 462~6, esp. p. 463. (24) Gert von
der Osten and Horst Vey, Painting and Sculpture in Germany
and the Netherlands 1500-1600, Baltimore, 1969, p. 156.
(25) Herzog, p. 67. (26) Quoted by Broadley, p. 28. (27)
Should the Berlin panel prove not to have been the work
to which the Kress panels were originally linked, it may
have been an Adoration of the Magi in grisaille owned by
Duc Charles de Croy in 1619. Sce Henri Hymans, Le Livre
des peintres de Carel van Mander, Paris, 1884, 1, p. 234; also
Alexandre Joseph Pinchart, Archives des arts, sciences, et
lettres. Ghent, 1, 1860, p. 164.

BERNAERT VAN ORLEY

Bernaert van Orley, son of the painter Valentin van Orley,
was born ¢. 1488 in Brussels; he died there in 1541. The
first record of Van Orley’s activity is a portrait commission
given him ¢. 1515 by Margaret of Austria, the Governess of
the Netherlands; she appointed him court painter three
years later. In addition to his work as a painter, Van Orley
produced many cartoons for tapestry and stained glass. His
assimilation of Raphael’s cartoons for the Sistine Chapel
tapestry series (woven in Brussels 1517-19) made Van
Orley a major Northern European master of the High
Renaissance decorative vocabulary.

Reference: (1) See O. le Maire, ‘Renseignement nouveau
sur Bernard van Orley et sa famille’, in Bernard van Orley,
Brussels, 1943, pp. 167 ff,, ed. by Chatles Dessart, published
by Société Royale d’Archéologic de Belgique; Max J.
Fricdlinder, Die altniederlindische Malerei, vin, Berlin, 1930,
pp. 78 ff. For the artist’s style sce Ludwig von Baldass,
‘Die Entwicklung des Bernaert van Orley’, Jahrbuch der
Lkunsthistorischen  Sammlungen in Wien, n.F., xu1, 1044

pp- 141 ff.

K1669 : Figures 76, 78

CHRIST AMONG THEDOCTORS. PUTTO WITH SHIELD
(k1669 verso). Washington, D.C., National Gallery of Art
(1126), since 1951. Mixed technique on oak. 21} X123 in.
(53-7%32-5 cm.). Illegible inscription on border of seated
disputant’s robe (at the right). Cradled in Europe. Restored
by Modestini in 1949. Generally well preserved.

Suida, p. 200, Cat. No. 88.

The twelve-year-old Jesus, his arms raised in a rhetorical
gesture, is seated on a step at the center of a loggia re-
presenting the temple (Luke 2:41-7). Three scholarly
disputants are shown to the left and right; the foremost
member of each group holds an open book in his lap, and
raises the hand nearest the picture plane. Joscph and Mary,
who have been searching for the boy, approach the loggia
from the rear, and are seen immediately behind Jesus. A
city view is in the background. Four putti, some holding
bead swags, are on the porch pediment.! On the verso: a
putto with winged feet, executed in grisaille, facing left
and placed in an arched niche, supports a shicld blazoned:
azure a chevron argent between in chicf two cinquefoils
and in base an escallop or.2 There are roundels placed in the
spandrels of the arched niche and in the frame below.

K1670 : Figure 77

THE MARRIAGE OF THE VIRGIN. Washington, D.C.,
National Gallery of Art (1127), since 1952. Mixed technique
on oak. 21} X12}}in. (53-7X32-3 cm.). Restored by
Modestini in 1949. Generally well preserved.

Suida, p. 200, Cat. No. 88.

Mary, in a blue robe and wearing a coronet, stands at the
left touching Joseph’s extended hand. He wears blue and
rose robes. The bearded celebrant, wearing a mitre, raises
his right hand in benediction over the wedded couple’s
hands (Protevangelion of James, 1x).2 Three female attendants
stand at the left and three male to the right. The marriage
takes place on the porch of the temple. The priest stands
below a star-studded vault. The Romanesque architectural
interior is seen through the opened left door. The imaginary
architecture of the temple combines Renaissance, Gothic,
and Romanesque forms. On cach of the two plinths at the
left and right foreground is a sculptured monster. The
woman at the extreme left may be St. Anne.

Fricdlinder first published the rcunited panels as by
Bernaert van Orley, executed c¢. 1512; this would place
them among the artist’s earliest works.® He described
K1669/70 as a diptych, relating it to Van Orley’s Apostle
Altar and the Enthroned St. Matthew (Schloss Plausdorf,
Collection von Goldammer) and to two panels with Scenes
from the Life of St. Martin® Friedlinder dated the Kress
panels as before 1515. Suida (p. 200) followed Friedlinder’s
view of K1669/70 as a diptych. Lavalleye listed the Kress
panels as dating before 1515.7

Although now framed as a diptych, these panels need not
originally have been destined for that format; they possibly
belonged to a serics of scenes from the Life of the Virgin.
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If the Marriage of the Virgin was always the companion-
piece of K1670, it would, in all likclihood, have a back
painted in a similar fashion to that of Christ Among the
Doctors with additional arms, presumably those of the
donatrix’ husband. The style of the early Van Orley, as
shown in K1669/70 is very close to that of Juan de Flandes,
most notably in the female attendant to the left of Mary.
The Eyckian depiction of Mary in k1670 recalls similar
contemporary revivals of the carly fifteenth century such
as Quinten Massys’ Virgin and Child in a Church (London,
Count Secilern Collection). The loggia-like setting for
Christ Among the Doctors may be of NorthItalian inspiration.

Provenance: k1670: London, Annesley Gore, Ltd., in 1923.8
K1669/70: A. J. Kobler, New York, exhibited ~ New
York, F. Kleinberger Galleries, Catalogite of a Loan Exhibi-
tion of Flemish Primitives, Oct.—Nov. 1929, pp. 240-2, Cat.
Nos. 85~6. Mrs. Edward A. Westfall. New York, Duveen
Art Galleries, exhibited — An Exhibition of Flemish Paintings
of the Fifteenth and Early Sixteenth Centuries, New York,
1946, Cat. Nos. 15, 16. Kress acquisition 1949.

References: (1) For the iconography of Christ among the
Doctors scc Réau, 11, 2, pp. 289-92. (2) The three features
and their placement are found in France, e.g. Beaulicu
(Normandy) and Lezille (Picardy), but the colors differ.
They are probably those of a woman as helmet and crest
arc not present. (3) This apocryphal source does not
specifically mention a marriage ceremony, only that Mary
was entrusted to Joseph’s care. For the iconography of the
Marriage of the Virgin, sec Réau, 1, 2, pp. 170-3. (4) In
Friedlinder’s preface to Harry G. Sperling, Catalogue of a
Loan Exhibition of Flemish Primitives, F. Kleinberger
Galleries, New York, 1929, p. 18 and pp. 2402, Cat. Nos.
85-6. The Kress panels may perhaps be those listed by
Friedrich Winkler (Die altniederlindische Malerei, Berlin,
1924, p. 256) in the Venables Collection (London) as
showing remarkable similarity to the art of Juan de
Flandes. (5) Friedlinder, ‘Bernaert van Orley’, Thieme-
Becker, xxv1, p. 49. (6) Fricdlinder, op. cit. note 4 above,
pp- 85-7, and p. 167, Cat. No. go. The Apostle Altar is
divided between the Musées Royaux, Brussels, and the
Kunsthistorisches Museum, Vienna (Friedlinder, pls. 1x1-
ixvi). The St. Martin panels are divided betwcen the
Nelson-Atkins Gallery, Kansas City, and a Dutch private
collection (Friedlinder, pls. rxxx-rxxx). (7) Jacques
Lavalleye, ‘Le Style du Peintre Bernard van Orley’, in
Charles Dessart, Bernard van Orley, Brusscls, 1943, p. 46.
(8) Advertisement in Burlington Magazine, X111, 1923, p. V.

Attributed to BERNAERT VAN ORLEY
[Jan Gossart]

X2002 : Figurc 8o

PoORTRAIT OF A GENTLEMAN. Allentown, Pa., Allentown
Art Museum (61.50.6), since 1960. Oil on oak, transferred
to masonite by Suhr 1951/52. 133 X103 in. (34:9 X26-4 cm.).
Some restoration; original borders all around.

Allentown, pp. 94~6.

Shown in half-length, the sitter is in threc-quarter view,
facing right. Under a short fur-lined coat with a deep fur
collar, he wears a tunic with a low-cut neckline over a linen
shirt. A gilt medallion in his hat shows St. Christopher.
The sitter also wears a gold chain. A pair of suede gloves
is held in his right hand; his left rests upon an implied ledge.
He is scen against a dark blue background. His attire was
fashionable throughout Europe in the 1520s. The gold
chain so prominently featured in k2002 suggests that the
sitter was in royal favor.

The portrait was first ascribed to ‘Holbein’, the quotation
marks signifying that the work belonged in the general
arca of the German painter’s ocuvre. The sitter was once
identified as Sir Robert Sheflicld, but there is no factual
foundation for this assertion.! In 1945, Friedlinder certified
that k2002 was ‘a fine and well-preserved work by Jan
Gossaert’.2 Held attributed the Kress Gentlentan to Bernaert
van Orley.? Shapley (Allentown, p. 94) suggested a date of
¢. 1520 for the Kress panel, placing it in Gossart’s middle
period.

The Kress panel is slightly broader in treatment than most
portraits by Jan Gossart and appears far closer in style to
the works of his Brussels contemporary, Bernaert van
Orley, to whom the portrait was first given by Held. The
presentation of the sitter recalls Van Orley’s Portrait of
Philippe Haneton, completed c. 1522.4

Provenance: Sir Betkeley Sheffield, Sixth Baronet, of
Normanby Park, Scunthorpe, Lincolnshire. (Sold, London,
Christie’s.) New York, M. Knoedler and Co. Kress
acquisition 1954, exhibited — Dallas, Texas, Dallas Museum
of Fine Arts, Four Centuries of European Painting, Oct. 1951,
Cat. No. 43. Fort Worth, Texas, Fort Worth Art Center,
An Exhibition of Old Masters, Jan.~Feb. 1953, no. 1.

References: (1) Sale Catalogue of Pictures of Sir Berkeley
Sheffield, Christic’s, London, 16 July 1943, p. 8, Cat. No. so.
(2) Kress Archive, New York. Friedlinder repeated this
view in 1947. (3) Comment by Julius S. Held recorded at
Frick Art Reference Library. (4) M. J. Friedlinder, Die
altniederlindische Malerei, vin, Berlin, 1930, p. 166, Cat.
No. 86, and pl. Lxx1. For the dating of the Hancton panel,
sce P. L. Lefevre, ‘A propos des donatcurs du Tryptique
Haneton conservé aux Musées Royaux de Peinture 3
Bruxclles’, Pictura, 1, 1945, pp. 126-30.

NETHERLANDISH MASTER ¢ 1525
[Jan Gossart]

K2003 : Figure 81

PorTrAIT OF A LaDY. Allentown, Pa., Allentown Art
Museum (61.50.G) since 1960. Oil on oak, transferred to
masonite by Suhr 1951/52. 133 X108 in. (349 X26-4 cm.).
Original borders all around; considerable restoration.
Allentown 1960, pp. 94-6.
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The sitter wears an overgown of red velvet lined with fur
and an underdress of golden cloth with pleated slecves
caught by tics; a linen chemise is underneath. Her black
velvet hood is trimmed with gold, over a white linen
undercap; a round cnameled pendant on a ribbon necklet
has four jewels forming a cross with three pearls suspended
below.! The sitter scems about to remove (or put on?) a
ring from the little finger of her right hand.

The portrait was first ascribed to ‘Holbein’, the quotation
marks signifying that the work belonged in the general
area of the German painter’s oeuvre and the sitter listed as
Lady Shefficld.? In 1947 Friedlinder described k2003 as ‘a
fine and well-preserved work by Jan Gossaert.’ Julius S.
Held attributed k2003 to Bernaert van Orley.# Shapley
(Allentown, loc. cit.) compared the sitter’s costume to that
worn by Eleanor of Austria in a Gossart portrait dated by
Friedlinder c. 1516.5 She placed x2003 in the middle period
of Gossart’s activity, ¢. 1520, and accepted it as the pendant
to K2002.

The portrait is far more linear in emphasis, and more
summarily executed than are Gossart’s works. Unlike its
supposed companion piece, K2003 is somewhat mannered
in treatment, noticeable in its almost calligraphic line. The
painting is possibly based upon a portrait by Van Orley
as it resembles the female sitters in the right wing of his
Haneton Triptych of ¢. 1522.% The painter of the Lady is
inferior in skill to the artist of Gentleman (k2002). The
portraits were cxecuted independently, without close
correspondence in scale or style, probably in the 1520s.

Provenance: Sir Berkeley Sheflield, Sixth Baronet of
Normanby Park, Scunthorpe, Lincolnshire, England (sold
London, Christie’s, 16 July 1943, Cat. No. s1, p. 8, as
‘Portrait of Lady Sheffield by “Holbein”’). New York,
M. Knoedler and Co. Kress acquisition 1954, exhibited -
Dallas, Texas, Museum of Fine Arts, Four Centuries of
European Painting, Oct. 1951, no. 44. Fort Worth, Texas,
Fort Worth Art Center, An Exhibition of Old Masters,
Jan.—Feb. 1953, no. 2.

References: (1) This type of pendant is found in Holbein
portraits. See Lady Guildford of 1527 (St. Louis, Missouri,
City Art Museum). Illustrated in Paul Ganz, The Paintings
of Hans Holbein, London, 1956, pl. 78. (2) Sale Catalogue of
Pictures of Sir Berkeley Sheffield, Christie’s, London, 1943,
Cat. No. 51, p. 8. (3) Kress Archive. (4) Notation at the
Frick Art Reference L