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arly Flemish portraits command our attention because of their unprecedented
naturalness. At their most descriptive,
they strike us as potentially alive; they induce
in us the desire to know more about the sitters, about the workings of their minds. Viewing them in the galleries, one tries to imagine
the thoughts and feelings and the histories of
the individuals portrayed, but the personalities
remain enigmatic and remote. Indeed, these
portraits seem to conceal more than to reveal
the sitters' characters.
What, then, was the intention of the painters who created these intriguing pictures? To
early Flemish artists, portrait painting was but
a part of a greater endeavor. Portraits were
often components of larger works that
fulfilled a purpose beyond that of recording
individual likenesses. The contributor of an
altarpiece might have himself portrayed as a
witness to a sacred event; or a patron might
order a portrait of himself to be paired with an
image of the Virgin and Child in an attitude of
perpetual prayer. Some works can be recognized as epitaphs and memorializing portraits,
while others have contexts and circumstances
of commission that are far from clear. Many of
the portraits illustrated here are fragmentary,
cut down from larger panels or parts of a
larger ensemble. The original appearances of
some have been altered. Some look like portraits but may not be, and others do not appear to be portraits but are.
It is the purpose of this Bulletin, written by
Guy Bauman, Research Assistant in the Department of European Paintings, to consider
the attitudes of early Flemish artists and their
patrons toward portraiture and to investigate
the uses of the genre at the time. Relatively
little is known about these works. Documents
that might give us an idea of contemporary
attitudes-artists' contracts or literary descriptions-are rare. More often than not, we do
not even know the identities of the individuals
portrayed, let alone their reasons for wanting
their portraits painted. Moreover, the number
of surviving portraits is but a small percentage
of those that must have been produced, making it difficult to form an accurate idea of how
the genre evolved and exactly when and by
whom innovations were introduced.
The hundred years embraced by this essay,
from 1425 to 1525, witnessed the development
of an extraordinary style of painting, termed
northern Renaissance, that emerged radiantly
in the works of Jan van Eyck and Robert

Campin. The tradition they founded reached
its culmination in the sixteenth century with
the paintings of Quentin Massys and Jan Gossart, who looked back to the founders' accomplishments and at the same time signaled a
new departure by adopting Italianateclassicizing forms. The painters considered here are
described as Flemish-a designation used
loosely to refer to the southern Netherlands, a
region mostly within the borders of modern
Belgium and including Flanders, Brabant, and
Hainaut. Many of the artists discussed in this
Bulletin came from towns outside the region
but gravitated to the cities that were northern
capitals of art and commerce in the fifteenth
and early sixteenth centuries, particularly
Bruges and, later, Antwerp.
The Metropolitan Museum of Art has an
outstanding collection of early Netherlandish
paintings that includes portraits by all the
leading practitioners of the genre except Jan
van Eyck. The earliest are those of the pious
donor and his wife on the left wing of Robert
Campin's AnnunciationTriptych(fig. 1), a work
renowned for its realism based on light and
sharply defined volumes and for its rich symbolism; it is one of the treasures of The
Cloisters. In the galleries at the Metropolitan
we have the opportunity to compare in the
works of these masters the great diversity of
approach to the interpretation of their subjects. Petrus Christus's Carthusian (fig. 28), in
a masterpiece of illusionism, looks directly at
us from deep space, engaging us in an intimate
but puzzling relationship. Rogier van der
Weyden's Francesco d'Este (fig. 29) haughtily
disregards us; he is the epitome of the selfpossessed aristocrat, a characterizationachieved
more through abstraction than through detailed description. One senses something of
Hugo van der Goes's own intense and fanatical
personality in his portrait of the gaunt and
darkly handsome man painted in the early
1470s (p. 62). Hans Memling, a less problematic painter, endows his portraits of the
Portinaris (figs. 40, 41), members of a prominent Italian banking family, with nobility and
presence through a polished and exquisite
technique; they are uncannily real. Such
Flemish pictures, it is recorded, appeared to
contemporary Italian observers "to have been
produced, not by the artifice of human hands,
but by all-bearing nature herself"
Philippe de Montebello
Director
3
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1. One of the most important
monumentsof early Netherlandish
realism,this triptych,painted by
RobertCampin about 1425-35,
neverthelessdisplays certaindiscrepancies. Whereasthe roomof the
Annunciation(center)and the
workshopof SaintJoseph (right) are,
judging by the window views, well
abovethe street, the donor(left) is
clearlyat groundlevel. Also, the
donor'spanel has a greaternaturalnessthan does the Annunciation
scene, in which space is abstracted.
Thesefeaturesmust have beendeliberatelydevisedto differentiate
betweensecularand sacredrealms.
Centralpanel, 25/4 x 247/8in.;
each wing, 253/8x 103/4 in. The
CloistersCollection, 1956 (56.70)

Early

Flemish

Portraits

1425-1525

t is frequently observed that the rise of the
portrait during the Renaissance was a logical result of man's rediscovery of himself in
a newly anthropocentric age. It is less often
observed that northern European artists were
the first, in the early 1400s, to perfect the technical means to paint in a style particularly
suited to the creation of lifelike portraits. The
oil-base medium, first exploited to the fullest
by Hubert andJan van Eyck (giving rise to the
legend of their invention of it), allowed painters to simulate the appearance of the real
world with all its variety of textures and nuances of light and shadow. Flemish paintings,
particularly portraits, were admired in Italy
precisely for the naturalness this technical perfection allowed. In 1456 Bartolomeo Fazio, a
Genoese humanist at the Neapolitan court of
Alfonso V of Aragon, expressed such appreciation in his description of the donors' portraits on a now-lost triptych by Jan van Eyck.
Fazio wrote, "On the outer side of the same
picture is painted Battista Lomellini, whose
picture it was-you would judge he lacked
only a voice-and the woman he loved, of
outstanding beauty; and she too is portrayed
exactly as she was."
During the fifteenth century the leading
painters of Ghent, Bruges, Tournai, Brussels,
and Louvain made for their patrons images
that appeared real and alive, be they mysteries
of the Church, such as the Incarnation, or portraits of a wealthy and powerful local patrician
and his wife. These artists observed and recorded the visual properties of the physical
world more closely and carefully than had
ever been done before. Theirs was the power
to create the illusion of a reality in which mortal and divine beings met. An awareness of
this capability led them to develop a refined,

internally logical system of pictorial representation that distinguished between levels of reality and often separated the temporal from
the sacred.
In Robert Campin's Triptych of the Annuncia-

tion of about 1425-35 (fig. 1), which includes
the earliest Flemish portraits at the Museum,
the artist has taken obvious care to give his
subjects a convincing physical presence. His
desire to represent the mystery of the Incarnation as timeless yet real has caused him to set
the Annunciation in a fifteenth-century domestic interior. The observation of natural detail is so thorough that objects consistently
cast their multiple shadows in accord with the
various light sources. A similar degree of pictorial sophistication is exhibited in the panel of
the male donor, who, with his hat in his
hands, kneels reverently. Although the door
before him opens onto the Annunciation
scene, the donor is framed in a space of his
own, out-of-doors and apart from the inner

sanctum. Moreover, while the room of the
Annunciation and the workshop of Saint
Joseph in the right wing are, judging by the
views from their windows, clearly above
street level, the donor is at ground level.
Nonetheless, he appears, in his devotion, to be
allowed a view of the holy event through the
open door, the casement of which is visible
along the left edge of the central panel.
There may be even more subtle distinctions
between temporal and sacred realms. The donor seems to occupy his space more convincingly than do the figures of the Annunciation,
which are abstracted-one might say spiritualized-in a flattened pattern, and the folds
of his garment hang more naturally. Such stylistic dissimilarities have led some scholars to
believe that the donors' panel is by a second
artist, but these dissimilarities may merely reflect varying approaches to the different kinds
of subjects.
Although fifteenth-century Flemish artists

may have considered portrait painting an activity significantly different from painting religious subjects, it could be argued that they
regarded some half-length depictions of the
Virgin and Child as belonging to a portrait
tradition. Painters' guilds throughout Europe
operated under the protection of Saint Luke,
who was believed to have been a portraitist.
The legend, of Greek origin and known in
western Europe since at least the tenth century, holds that Luke made one or more portraits of the Virgin. Representations of Saint
Luke as an artist, such as that by Rogier van
der Weyden (fig. 2), became popular in Flanders during the period considered here.
In 1440 Fursy du Bruille, a canon at Cambrai, brought from Rome a picture of the
Virgin and Child believed to have been
painted by Saint Luke (fig. 3). He bequeathed
it to Cambrai Cathedral in 1450, and in the
following year the picture was installed in the
chapel of the Trinity, where it became widely
5

2. Accordingto legend, Saint
Luke was a painterand depicted
the VirginMary at least once. In
this work of about 1435-40 by
Rogiervan der Weyden,Luke
drawsherportraitin silverpoint.
The compositionof the painting is
freely adaptedfrom one byJan van
Eyck in the Louvre thatfeaturesa
portraitof the donorNicholas
Rolin praying to the Virginand
Child. It has beensuggestedthat
this work, and two otherversions,
in the Alte Pinakothek,Munich,
and the State HermitageMuseum,
Leningrad,are contemporaryexact
copiesof a lost originalby van der
Weyden.Museumof Fine Arts,
Boston, Gift of Mr. and Mrs.
Henry Lee Higginson, 93.153

venerated. The image owes its appeal to an especially tender treatment of the subject, with
mother and child embracing cheek to cheek,
but the source of its subsequent fame was its
reputation for effecting miracles. In 1454 a
member of the cathedral chapter commissioned Petrus Christus to make three copies of
the picture, and in the next year he ordered
from Hayne de Bruxelles twelve more, one of
which is generally considered to be a picture in
Kansas City (fig. 4). The Museum's exceptionally fine Virginand Child by Dieric Bouts
(fig. 5) is obviously derived from the same
model, although slightly removed. This work
is remarkable for its natural detail-the com-

monness of the Virgin's hands, for instanceyet its dependence upon what the artist quite
possibly believed to be an authentic portrait of
the Virgin cannot be denied.
Can we question whether Bouts considered
this work to be a portrait? It is not, of course.
The difference between Bouts's Virgin and
Child and a true portrait lies not so much in
the religious theme of the subject as in the
relationship between the artist and the subject.
The difference in the relationship can be
demonstrated by comparing the Bouts to the
Museum's

Portrait of a Carthusian by Petrus

Christus (figs. 6, 28), dated 1446. Because of
the incised gold halo, it has been suggested

3. Consideredduringthefifteenth
centuryto be a portraitof the
Virginmadeby Saint Luke, the
Notre-Dame de Grace is, in
fact, a latefourteenth-centuryItalian replicaof an Italo-Byzantine
modelthat apparentlyoriginated
about1300 in Tuscany.Cathedral
of Cambrai

4. This Virgin and Child after
the Notre-Dame de Grace of
Cambrai(fig. 3) is one of several
attributedto Hayne de Bruxelles,
who was commissionedin 1454/55
to make twelve copiesof the
Cambraiicon. Other versionspossibly by Hayne in the Musees
Royaux des Beaux-Arts de
Belgique, Brussels, and in the
Churchof Saint Martin, Frasneslez-Buissenal (Belgium), are much
closerto the Cambraipainting
than the Virgin and Child illustratedhere. It has been suggested
that the Kansas City version
might be associatedwith one of
threelost copiescommissionedin
1454from PetrusChristus. Althoughthis picturecannot,on
stylisticgrounds, be attributedto
PetrusChristus, it possibly was
paintedafter a prototypeby him
and would seem moreto reflect
Christus'sstyle than that of any of
the othercopiesattributedto
Hayne de Bruxelles. The NelsonAtkins Museumof Art, Kansas
City, Missouri, Nelson Fund

overleaf and following page
5. Like the pictureattributedto
Hayne de Bruxelles, the Museum'sfine Virgin and Child by
Dieric Bouts, painted about
1455-60, derivesfrom the
CambraiNotre-Dame de Grace.
This relationshipsuggestshow the
artistmight have regardedthe
painting as part of a portraittradition. Replicasby Bouts of the
Museum'swork in the Museo
Nazionale del Bargello, Florence,
and the M. H. de YoungMemorial Museum, San Francisco,and
otherversionsfrom his workshop
attestto the widespreadpopularity
of the composition.8/2 X 6V2in.
Bequestof TheodoreM. Davis,
1915. TheodoreM. Davis Collection (30.95.280)

additionbut has led some scholars
to concludethat the painting is an
imaginaryportraitof Saint Bruno,
the eleventh-century
founder of the
Carthusianorder See also fig. 28

6. The closely observedand meticulously described
featuresof the
sitter in PetrusChristus'sPortrait
of a Carthusian indicatethat he
was painted or drawnfrom life.
The halo makingthis a saintly
image is almostcertainlya later
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7. Thefeaturesof the aristocratic
coupleat the left are so generalized
as to make it unlikely thatportraitsof specificpersonsare intended.The identificationof the
seatedman as Saint Eligius is not
secureeither.His halo, like that in
the Portrait of a Carthusian
(figs. 6, 28), is probablynot original, althoughthisfact would not
necessarilydiscountthe possibility
that a saint is represented.
Eligius was a seventh-century
goldsmithand bishopof Noyon
who becamethe patronsaint of
goldsmithsand otherworkersof
metal, as well as of blacksmiths
and othersin equinetrades.In the
fifteenth centuryhe was usually
as a bishopor a blackrepresented
smith. When depictedas a goldsmith, he customarilyholds a
chaliceor an engagementring.
The seatedman here weighs a ring
for its gold content.Coins appear
to be stackedforassayingas well.
The ring, the couple'sgestures,
and the belt on the counterbefore
them (which has been identifiedas
a marriagegirdle) appearto indicatea marriagecontext. The picture, inscribedin Latin "Master
PetrusChristusmademe in the
year 1449," may be an early example of genrepainting illustrating
thegoldsmith'stradeand containing an allegoricalcommentaryon
the rite of matrimony.It seems
anomalous,but it has a parallel in
a lost work of 1440 byJan van
Eyck, the so-calledMerchant and
His Agent. The meaningand
functionof Christus'spainting remain enigmatic. 39x 337/6 in.

RobertLehmanCollection, 1975
(1975.1.110)

8. This head, attributedto Hugo
van der Goes, exemplifiesthe
problemof recognizinginstancesof
portraiturein early Flemishpaintings. At first glance it appearsto
be a portraitof a Benedictinemonk
and has, indeed, long been regardedas one. It has, however,
beencutfrom a largercomposition
and is morelikely a fragmentary
of a Benedictine
representation
saint. Whendepictingholy personages, early Flemishpaintersfrequentlyavoidedusing supernatural
such as halos in
appurtenances
orderto effecta greaternaturalism,
and they beganalso to depend
moreand moreupon modelstaken
from life. 97/8 71/4in. Bequest of

MichaelDreicer,1921. The
Michael Dreicer Collection
(22.60.53)

that this is an imaginary portrait of Saint
Bruno, the eleventh-century founder of the
Carthusian order. The halo, however, is almost certainly an addition, and the firsthand
encounter between artist and sitter apparent in
this work testifies to the picture's status as a
true portrait. The striking immediacy of the
sitter, despite his anonymity, and the meticulous description of his features indicate that he
must have been painted or drawn from life.

The primacy of this relationship in the fifteenth-century Flemish view of portraiture
can be deduced from the contemporary term
for a portrait, conterfeytsel, which means "that
which is made against or opposite something
else." Its cognate in modern English, "counterfeit," gives the term a shading that conveys
the power of early Flemish portraits to deceive
the eye.
The absence of such immediacy and speci11

ficity in the figures of a lady and gentleman in Petrus Christus's Saint Eligius at the
Metropolitan (fig. 7), painted three years later,
has caused most observers to conclude they
cannot possibly be true portraits. Their appearance and contemporary dress notwithstanding, these probably are, as Max J.
Friedlander asserts, no more than a generalized "portrait" of a betrothed couple, a sort
of upper-class Everyman and his fiancee. The
meaning of this unusual composition is enigeven the identification of Eligius is
matic-not
secure.
A small panel at the Museum attributed to
Hugo van der Goes (fig. 8) presents a similar

problem of interpretation. For years the painting has been thought to be a portrait of a Benedictine monk, which it indeed appears to be.
However, the panel has been cut down on all
four sides, and Lorne Campbell has rightly
observed that the head might be a fragmentary representation of a Benedictine saint,
perhaps Benedict himself To a degree it conforms to a saintly type, and the cleric's expression, unusually somber for a portrait of the
period, supports this view.
Recognizing portraits in early Flemish
paintings is made more difficult by the development of disguised or participant portraiture, whereby living individuals are depicted
9. The first known participant
portraitsappearedtowardthe
middleof thefifteenth centuryin
Flanders. Rogier van der Weyden's
Entombment of about 1450, in
which Nicodemus (wearinga hat)
has portraitlikefeatures, may be
an early example. A documented
instanceis the self-portraitthat
Rogier includedamong the bystanders,presumablyalong with
portraitsof others, in one of the
panels illustratingtheJustice of
Herkinbaldpainted about 1440 for
the Brusselstown hall (destroyed
in 1695). Galleria degli Uffizi,
Florence
10. The Marriage Feast at
Cana, by Juan de Flandes, includesa figure outsidethe loggia at
the left that appearsto be a participantportrait,possibly of the artist
himself It is one offorty-seven
panels that werepainted about
1500for Isabella the Catholic,
queen of Castile and Leon, and
one of these containsa participant
portrait of the queen. 81/4X 6/4 in.
TheJack and Belle Linsky Collection, 1982 (1982.60.20)
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as having an active part in compositions with
religious or historical subjects. Such portraits
appeared toward the middle of the fifteenth
century. In Rogier van der Weyden's Entombment of about 1450 (fig. 9), for example, the
body of Christ is supported by Joseph of
Arimathea and Nicodemus, and the head of
the latter, on the right, displays the descriptive
qualities of a portrait. Is it one? Certainly a
patron's order to have himself cast in the role
of Nicodemus would express an appropriate
humility; in Passion plays popular at the time,
Nicodemus is given the line, addressed to
Joseph, "Do thou take the head, for I am
worthy only to take the feet." Similarly, it has
long been debated whether the head of Saint
Luke in Rogier's picture (fig. 2) is a selfportrait. This, too, is an attractive proposition. However, definite conclusions cannot be
reached about either of Rogier's paintings.
A participant portrait may be included in
the Museum's MarriageFeast at Cana (fig. 10)
by Juan de Flandes, an artist who is known
only to have worked in Spain but whose style
and acquired name clearly indicate Flemish origin. In this picture one figure stands apart:the
man outside the loggia at the left whose glance
directly engages the viewer's. Who is this man
who appears to be a late arrivalat the banquet?
The panel is one of forty-seven painted about
1500 for Isabella of Castile and Le6n, and a
participant portrait of the queen is found in
one of the others. It is clear from portraits of
Isabella'sconsort, Ferdinand, that the man deopposite
picted here cannot be the king, but he may be
11. In the Museum'sVirgin and
some official from their court or possibly the
Child thefigure of Mary is probaa disguisedportraitof Anna
bly
as
has
been
artist,
suggested.
van Bergen, lady of Veere(see
Had it not been for documentation, the disfig. 12). The painting is one of the
guised portrait in the Museum's Virgin and finest of severalcopiesof this comChild (fig. 11) surely would not have been recposition byJan Gossartthat have
beenassociatedwith a reference
is
The
one
of
the
finest
of
ognized.
painting
madeby Karel van Manderin
several copies after an original by Jan Gossart.
1604. He recordsthat while
Gossartwas in serviceto the lord
Karel van Mander, the early sixteenth-century
of Veere,Adolf of Burgundy,he
artist and biographer of Flemish and Dutch
painted a pictureof the Virginand
painters, records that while Gossart was in the
Child in which theface of the
service of Adolf of Burgundy, lord of Veere,
Virginwas modeledafter that of
the lord'swife and the infantJesus
he painted a picture of Mary in which the face
after her child. 173/4x 1358 in.
was modeled after that of the lady of Veere,
Gift ofJ. PierpontMorgan, 1917
Anna van Bergen. A copy after a straight(17.190.17)
forward portrait of Anna painted by Gossart
about 1525 (fig. 12), a few years later than the
Virgin and Child, is perhaps less idealized and
more true to life but nonetheless supports the
acknowledgment of her portrait here. The
Museum's picture would not have been in-

12. This portraitof Anna van
Bergen, lady of Veere,after an
originalbyJan Gossart (called
Mabuse), supportsthe identification of her disguisedportraitin the
Museum'sVirgin and Child (fig.
11), althoughAnna'sfeatures are,
appropriately,less idealized here
than in the portrayalof the Virgin.
The painting, in Boston, is one of
two versionsof the composition;
the other,probablythe original, is
in a private collection.Isabella
Stewart GardnerMuseum, Boston

15

tended as a proper portrait. Its association
with portraiture derives from the artist's dependence upon observation from life, a practice detected in partial application in Bouts's
Virgin and Child (fig. 5). Still, Adolf of Burgundy would have seen in the painting an image of his wife, a concept not as sacrilegious as
it seems today. Contemporary religious practice emphasized personal identification with
Christ (witness Albrecht Diirer's renowned
self-portrait of 1500 in Christ-like guise in the
Alte Pinakothek, Munich); similarly, the
Virgin was the ideal model of feminine virtue
for all women to emulate.
Excepting Christus's Saint Eligius, the two
works by Juan de Flandes and Gossart, and an
epitaph yet to be discussed, the early Flemish
portraits at the Museum are of three types:
donor portraits, independent portraits, and
half-length devotional portraits. The three
forms were established by the end of the fourteenth century, although the third seems then
to have been a rarity. Generalizations are dangerous, but perhaps it can be said that donor
portraits fulfilled a public function in a religious context and that independent portraits
were of a personal, often secular nature. By
the middle of the fifteenth century, the merging of these two forms in half-length devotional portrait diptychs and triptychs seems to
have become common.

Donor

13. Luis Dalmau's Virgin of the
Councillors, dated1445, was
paintedfor the chapelof Barcelona'stown hall. The altarpiece
the artist'sfamiliarity
demonstrates
with the choirof angelsfrom the
interiorof HubertandJan van
Eyck's Ghent Altarpiece,which
Dalmau must have seenjust after
its completion.The figures of
the Virginand Child appearto be
dependentuponJan's paintingfor
Canon van der Paele (fig. 16), and
the arrangementof the donorsmay
reflecta lost designby Hubertof
about1425for an altarpiececommissionedby the city magistratesof
Ghent. The contractof 1443 for
the Virgin of the Councillors
stipulatesthat the councillorseach
be depictedwearing "a coifedcap
of scarletcolor,"but this was not
carriedout. They must have realized that it would have appeared
disrespectfulnot to have removed
theirhats in the presenceof the
VirginMary and the ChristChild.
Museo de Arte de Cataluna,
Barcelona

Portraits

n about 1513 Albrecht Diirer, the first
northern European artist to record his ideas
on his profession, wrote in a draft for the
introduction to his book on painting that its
function is "to serve the Church . . . and to
preserve the likeness of men after their death."
This statement serves well to introduce the
propelling force behind the works of northern
European painters of the preceding
century, especially Flemish
donor portraits. It expresses both spir-

duality of purpose that motivated patrons
who were at once deeply religious
and

highly worldly.
The artistic flowering in Flanders during the
fifteenth and sixteenth centuries was the result
of unparalleled local prosperity that fostered a
large, wealthy middle class including merchants, bankers, and lay clergy. Although they
were thoroughly entrenched in the
material world, members of

the new monied society,
like all Christians,

17

14. On the lower registerof the
exteriorof HubertandJan van
Eyck's Ghent Altarpiece,completed in 1432, imagesof the donors,Joos Vijd and his wife,
ElisabethBorluut, appearall the
morelifelike becauseof the illusionisticsculpturalrepresentation
of
the intercessorysaints,John the
Baptist andJohn the Evangelist.
The Cathedralof Saint Bavo, in
Ghent, locationof the Vijds'funeral chapel, wasformerly the parish churchofJohn the Baptist;
hencethe inclusionhere of that
saint, who is also the patron of
Ghent. Moreover,the Baptist was
Christ'sprecursor;and his attribute, "theLamb of God, which
takethaway the sins of the world"
(John 1:29), is the centralsymbol
of the altarpiece'sinterior.The reasonsfor connectingElisabeth
BorluutwithJohn the Evangelist
are less clear.In any event, both
the Baptist and the Evangelist
witnessesto
were contemporary
Christ'slife, and it is commonto
find thempaired in worksmadefor
institutionsdedicatedto one or the
other.Cathedralof Saint Bavo,
Ghent
15. The womanin the left wing of
RobertCampin'sTriptych of the
Annunciation (see also fig. 1) has
beenpainted over the background,
suggestingthat the male donor
commissionedthe altarpiecebefore
his marriageand subsequentlyhad
his wife'sportraitpainted in. The
man standingbesidethe gate behind them is a lateradditionas
well. His identificationand the
reasonfor his inclusionhave not
beensecurelyestablished.He is
dressedas a messenger,and the
badgewith the coat of armsof
Mechelenon his chestindicates
serviceto that city. At the same
time thefigure may representthe
prophetIsaiah, God's messenger,
whose writingsare an important
sourcefor the iconographyof the
centerand rightpanels.
The donorsare situatedin a
walledgardenthat may represent
the Gardenof Paradise.Porta
caeli (Gate of Heaven) is an epithet of the Virginbecauseat the
momentof the Incarnationthe gate
of heaven was reopenedto humanity; the garden'sgate here has been
openedto the donors. The rosebush
and otherflowers in the left wing
areplants associatedwith the
VirginMary. The prayer beads
(an earlyform of rosary)held by
the donor'swife and the rosebudon
the man'shat denotespecialdevotion to the cult of the Virgin.

The Church, the central cultural institution,
flourished. New building was widespread,
and older churches were expanded to include
additional chapels. The foundation of chaplaincies was one type of religious donation
through which the wealthy hoped to secure
salvation. Churches received endowments for
the maintenance of altars, at which requiem
masses including prayers for the donors' souls
would be celebrated. The embellishment of
the altar with an altarpiece was often part of
such a foundation. The altarpiece might be
sculpted or painted, or both, and its principal
subject would depend upon the dedication.
Whatever the subject-an Annunciation, a
Crucifixion, an enthroned Virgin and Childit related to the liturgy of the Mass, to Christ's
sacrifice for man's redemption. Portraits of the
benefactors, kneeling in appropriately devotional attitudes, were often included in works
they commissioned. During the founder's lifetime, the public donation displaying the portrait would enhance the individual's social
prestige. After death, the effigy of the pious
donor would serve as a memorial, seemingly a
surrogate presence in perpetual prayer.
Fifteenth-century patrons were quick to realize the effect of the early Flemish painters'
naturalistic style and to exploit their skill at
illusion in the glorification of both God and
themselves. Such motives are evident in a rare
document of 1443: the contract for an altar-

piece (fig. 13) commissioned by the town
councillors of Barcelona from Luis Dalmau, a
Spanish painter sent to Flanders in 1431 by
Alfonso V of Aragon, presumably to learn the
Flemish technique. An excerpt from the text
of this document reveals an appreciation of the
realistic effects made possible by the oil-base
medium as well as a desire to use it to record
the opulence merited by the patrons' social
standing:
And afterwards [the artist] shall paint in the
same right part [of the altarpiece] three of
the said honorable Councillors . . . kneeling with their hands clasped and directing
their eyes toward the image of the Virgin
Mary. And the said Councillors shall be depicted according to the proportions and appearances of their persons, with their faces
the same as they are in life, well-formed,
and each one dressed in long robes and a
coifed cap of scarlet color, so beautiful that
they appear to be of cochineal, with the
sleeve slits and hangings seeming to be lined
with lovely marten fur.
This dual motivation is manifest in the portraits of Joos Vijd and his wife, Elisabeth
Borluut, on the exterior of the renowned
Ghent Altarpiece, completed in 1432 by Jan
van Eyck (fig. 14). The altarpiece, the best
documented of early Flemish paintings, is preserved at the Cathedral of Saint Bavo, Ghent,
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16. Jan van Eyck'spainting, dated
1436, shows the donorJoris
(George) van der Paelepresented
to the Virginand Child by his
patronsaint, George, in the company of Saint Donatian. Vander
Paele was a canonat the Cathedral of Saint Donatian, in Bruges,
to which this work was given, and
his glance is directedtowardthat
saint in van Eyck'spicture. The
degreeto whichJan here achieved
an illusion of reality thatfulfilled
the donor'saspirationsis unsurpassed by any otherartist of the
century.Groeningemuseum,Bruges

in the chapel that the Vijds financed at great
expense. A deed registered before the Ghent
magistrates and the church administrators in
1435 stipulates that a Mass at the chapel's altar
be celebrated each day in perpetuity in honor
of God, the Virgin Mary, and all the saints, for
the donors' own salvation and that of their
ancestors (they had no children). The degree
to which their likenesses seem to be living,
breathing presences is heightened by the illusionistic sculptural representations of Saints
John the Baptist and John the Evangelist, to
whom, as intercessors, the donors' prayers are
addressed. An inscription across the lower
edges of the panels' frames prominently records Vijd's commission and indicates that he
engaged "the best painters that could be
found." The donor's zeal was to the greater
glory of God, but by association he and his
wife share in the glory. The interior of the
altarpiece displays the Universal Communion
of All Souls in Christ-an eternal Mass in
which the donors, through their foundation,
hope to participate, as is indicated by their
presence in prayerful attitudes on the exterior.
There is a sense of drama in the relationship
between the exterior and interior: the donors
anticipate Judgment Day, when they will be
received among the blessed.
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Unfortunately, much less is known about
the circumstances of the commission of
Robert Campin's nearly contemporaneous
triptych (figs. 1, 15), often called the Merode
Triptych after the Belgian family that owned it
in the nineteenth century. The triptych's small
size may indicate that it was painted for a private chapel, but the possibility that it was destined for an auxiliary altar in a church should
not be discounted. The male donor, like Joos
Vijd, wears a large purse. It is in this context
not only an indication of his wealth, but an
emblem of his charity-the putting of that
wealth toward good works.
The triptych is one of a number of stylistically related works traditionally grouped
around three paintings in the Stidelsches
Kunstinstitut, Frankfurt, erroneously said to
have come from an abbey in Flemalle (near
Liege). Hence the paintings in the group were
attributed to an artist designated the Master of
Flemalle. The identification of this master
with Robert Campin is now generally accepted, although at least one scholar assigns
the Museum's triptych to a painter in
Campin's workshop rather than to the master
himself
The design of the left wing and X-rays indicate that the male donor originally appeared
alone. His wife is squeezed in at the left, and
she and the figure in the distance are painted
over the background, suggesting that the man
commissioned the work before his marriage
and subsequently had his wife's portrait
added. The enhancement of social status by a
well-arranged marriage in part explains the
care taken to include her. The donors' coats of
arms have been added as well in the stainedglass windows of the room of the Annunciation. Only the coat of arms on the left, which
according to heraldic form must be the husband's, has been identified; it belongs to the
Ingelbrechts, a family prominent in Mechelen.
One suspects the Christian name of the male
donor was Jozef because of the prominence of
Saint Joseph in the triptych, notwithstanding
the convincing explication recently provided
by Cynthia Hahn that recognizes Joseph (hitherto regarded as an unusual subject to be
shown separately) as a figure of God the Father in the Earthly Trinity of the Holy Family.
One senses in the Merode Triptych that
early Flemish painters were able to create a
pictorial reality in which the donor's aspirations appear to be realized. This ability is epit22

omized by the picture completed in 1436 by
Jan van Eyck forJoris van der Paele, a canon at
the Cathedral of Saint Donatian in Bruges
(fig. 16). An encounter of mortal and divine
beings in another world is given concrete pictorial form through close observation of the
visual properties of this world. The head
of the canon is perhaps the most strikingly
naturalistic portrait of the fifteenth century.
The meticulous rendering of the veins in his
eyes and temples and the optical distortion of
the prayer book's text through the lens of
his spectacles have enabled twentieth-century
ophthalmologists to diagnose the cause of his
failing vision.
The canon's heavenly reception appears a
fait accompli. His physical presence is emphasized particularly by two details: Saint
George's hand casts a shadow across the canon's robes and his foot treads upon them. The
figures of the Virgin and Child, in turn, are
reflected in the saint's polished helmet. Van
Eyck has fully utilized the means available to
him for establishing a convincing illusion of
reality. It is as if the donor's prayers had been
answered and the artist were there to record
the fact. Indeed, the artist has included in Saint
George's shield at the extreme right what
must be an image of himself reflected from
outside and in front of the pictorial space. Van
Eyck seems to appear here as witness just as
he is reflected in the mirror in his Arnolfini
Marriage Portrait, at the National Gallery,
London.
Despite our familiarity with the painted images of five and a half intervening centuries,
we still marvel at van der Paele's picture. Its
effect on fifteenth-century eyes, totally unaccustomed to such illusionism, can hardly be
imagined. Such imagery must have inspired
faith in the minds of observers and given tangible credibility to donors' hopes and desires.
Although the level of accomplishment of the
Virginand Child with Canon van der Paele was
seldom attained by artists who followed in the
tradition ofJan van Eyck and Robert Campin,
they strove to achieve the same effects.
There is good reason to suppose that the
Virginand Child with Canon van der Paele was
not intended for an altar but as an epitaph memorializing the donor and his foundation, as
Elisabeth Dhanens has suggested. The inscription on the original frame of van der Paele's
picture records his foundation of a chaplaincy
at Saint Donatian's in 1434, the year he was

17. The epitaphof Anna van
Nieuwenhove, nee de Blasere,
painted by the Masterof the Saint
Ursula Legend in 1480, includes
at the upperleft a "portrait"of the
city of Bruges. The topographical
view from the southwestshows
part of that city'sskyline. The
threelarge towers-all still standing-are, from left to right, those
of the Churchof Saint Salvator,of
the Churchof Our Lady (where
Anna was buried),and of the town
hall. The Minnewaterdistrict,
with its footbridgeand two towers,
parts of the city'sfortifications,is
in theforeground;of the two, only
the Poedertoren(Powdertower),at
the left, remains. 199/16X 139/16 in.

RobertLehmanCollection, 1975
(1975.1.114)
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excused from taking part in church services
because of failing health, and van Eyck probably began the painting in that year. The canon
surely had his impending death in mind when
he founded the chaplaincy and commissioned
the work, although he survived until 1442 and
founded a second chaplaincy in 1441.
One picture at the Museum is certainly an
epitaph: the Virginand Child, with Saint Anne
Presentinga Woman(fig. 17), painted by the
modestly talented Bruges contemporary of
Hans Memling called the Master of the Saint
Ursula Legend. The doll-like effigy has little
force as a portrait, in part because it was prob24

ably painted posthumously. The Latin inscription is garbled but may be paraphrased:
"Anna, daughter ofJan de Blasere and wife of
Jan, son of Michiel van Nieuwenhove, died on
October 5, 1480; may she rest in peace.
Amen." Jan van Nieuwenhove (the brother of
Marten [see fig. 39]) was a member of a
powerful patrician family in Bruges. He married Anna de Blasere in 1478. She died the year
after the birth of their daughter and only
child, and the panel was commissioned presumably by Jan as a memorial to his wife. His
coat of arms is displayed on the left of what
appears to be the panel's original frame, and

18. In Hans Memling'spainting of
the Virginand Child with Saints
Catherineand Barbaraand musicmakingangels, the donorportrait-worked in at the leftseemsto be an intrusion.Painted
about1480, the picturerepeatsthe
compositionof the centerpanel of
Memling'sHospital of SaintJohn
altarpiece(fig. 19). The artist's
predilectionfor symmetryhas resulted in a curiouscompositional
solutionthat balancesthe donor
with Saint Barbara'stower. The
grape boweris an addition,possibly by anotherartist,painted
over the landscapebackground.
27 287/8in. Bequestof Benjamin
Altman, 1913 (14.40.634)
19. Probablycommissionedshortly
before1475 and completedin
1479, the high altarpiecefor the
chapelof the Hospital of Saint
John, in Bruges, is Hans Memling'sgreatestwork. The center
panel of the triptychshows the
Virginand Childflanked by angels, Saints Catherineof Alexandriaand Barbara(representatives
of the activeand contemplative
lives respectively),and SaintsJohn
the Baptist andJohn the Evangelist (patronsof the hospital).In
a painting at the Metropolitan
Museum (fig. 18), Memling repeated the lower half of the center
panel's composition,with minor
variations,for a donorwhoseportrait he addedat the left. In anotherwork of about1480, theJohn
Donne Triptychin the National
Gallery, London, Memling
adaptedthe whole compositionto a
triptychformat and includeddonor
portraitsof Donne, his wife, and
their daughter.Memlingmuseum
O.C.M.W, Sint-JansHospitaal,
Bruges

hers is impaled with his on the right.
The deceased is presented by her patron
saint, Anne, who is accompanied by diminutive figures of her daughter, the Virgin Mary,
and of the Christ Child, which serve as her
attributes. This convention produces an odd
arrangement whereby Anna turns her back on
the Christ Child, who nonetheless appears to
bless her. If this is the original frame, the fact
that it bears no traces of hinges indicates that
the panel was not the right half of a diptych,
but quasi-independent. It may have been intended for display beside an altarpiece, the object of Anna's devotion, near her grave in the
Church of Our Lady, in Bruges.
It is not known whether the Metropolitan's
Mystic Marriage of Saint Catherine by Hans
Memling (fig. 18) served a commemorative
function. Although they are realized here in a
less distinguished form, the desires of the
anonymous donor were probably much the

same as those of Canon van der Paele. The
donor is inconspicuously introduced at the
back of a gathering of the Virgin and Child,
Saints Catherine of Alexandria and Barbara,
and two music-making angels set in a garden
of paradise. His devotion to the cult of the
Virgin is demonstrated by the prayer beads
he holds. The picture's title derives from the
Christ Child's action. He puts a ring on the
finger of Catherine, who saw herself in a vision mystically united with Christ as his
bride. (The Christ Child's action serves here as
one of Catherine's attributes, in addition to
her sword and wheel.) However, the title does
not account for the equally prominent Saint
Barbara, whose attribute, the tower, looms
behind her.
The composition of the painting depends
directly upon the center panel of the high altarpiece that Memling completed in 1479 for
the Hospital of Saint John in Bruges (fig. 19).
text continues on p. 30
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20. At an early but unknown
date, the donorportraitsin Gerard
David's Triptych of the Nativity
were transformedinto saintly images by the additionof appropriate
attributes.The man, kneelingat
the left in front of Saint Jerome,
was made into Anthony Abbot by
the inclusionof a pig. His wife, at
the right with Saint Vincent,became Catherineof Alexandria with
a crown, a sword, and a wheel.
The triptych'scenterpanel is a
free adaptationof a lost original by
Hugo van der Goes. The sheaf of
wheat in theforeground,a eucharisticsymbol typical of van der
Goes, is found again in his renownedPortinariAltarpiece(fig.
45). Temperaand oil on canvas,
from wood. Central
transferred
panel, 351/4X 28 in.; each wing,
3514 x 123/8 in. The Jules Bache

Collection, 1949 (49.7.20a-c)
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21. Rogier van der Weyden's

CrucifixionTriptych,painted

shortly after 1440, is one of the
earliestsurviving in which a continuouslandscapeunites the scenes
in the centerpanel and the wings.
Portraitsof the donorand his wife
appearat the lower right cornerof
the centerpanel, but a fissure between them and the Crucifixion
seems to keep the donorsat a
certaindistance.If thefissure refers
to the earthquakethat occurredat
the momentof Christ'sdeath and
rent the veil of the Temple, it can
be interpreted,paradoxically,as a
symbol of the "new and living
way" for all believersinto the
presenceof God. Kunsthistorisches
Museum, Vienna

The donor's acceptance of a preexisting composition betrays what here must have been a
much less intense interaction between artist
and patron than that between van Eyck and
van der Paele. Perhaps this donor's financial
means were more modest than those of the
canon, but the formulization in evidence reflects in general a relaxed attitude toward iconography in works by artists near the end of the
fifteenth century, and especially those by
Memling, who recycled this and other compositions for various patrons.
A similarly loose appropriation of imagery
is found in the works of Gerard David, Memling's most important successor in Bruges.
The center panel of his Triptychof the Nativity
at the Museum (fig. 20) is a free copy after a
lost original by Hugo van der Goes. The donors, kneeling and presented by their patron
saints, are depicted in the wings; the man is
with Saint Jerome at the left and his wife is
with Saint Vincent at the right. The arrangement of these portraits is the most common
form-indeed, nearly standard-in donations
by married couples. Were this not the case, we
might not recognize these figures as portraits
because, at an early date, for unknown reasons, they were transformed into images of
Saints Anthony Abbot and Catherine of
Alexandria by the addition of appropriate
attributes: he acquired a pig, and she received
a crown, a sword, and a wheel.

The concept of creating a distance between
mortal and divine beings that we detected in
Campin's triptych (fig. 1) has by now been
relaxed considerably as well. The donors are
relegated to the wings, but they are, through
the artist's advanced skill with perspective,
combined with the figures of the Nativity in a
single, continuous space-the interior of the
manger unifying the three panels.
Rogier van der Weyden's Crucifixion Triptych in Vienna (fig. 21), painted shortly after
1440, is one of the earliest surviving triptychs
in which the three parts are united by a continuous landscape. At the right of the center
panel the unidentified donors kneel reverently
at Calvary. However, a fissure dividing the
ground between the couple and the Crucifixion appears to separate the mortals from the
holy event-to preserve a proper distance. At
the same time, it may be the result of the
earthquake that occurred at the moment of
Christ's death and rent the veil of the Temple
(Matthew 27:51) and hence a symbol of the
"new and living way" for all believers into the
presence of God (Hebrews 10:20). Thus the
dividing fissure signifies, paradoxically, that it
can be bridged by faith.
John the Evangelist, like the male donor,
looks toward Christ while he supports the
swooning Virgin, who embraces the foot of
the cross. Contemporary theology granted to
the Virgin an important role in man's redemp-

tion. As seen particularly in works by Rogier,
her suffering was viewed as parallel to
Christ's. Because of her compassion-literally, her cosuffering-she was venerated as
coredemptrix who would act as intercessor on
man's behalf on Judgment Day. In Rogier's
triptych her gaze is directed compassionately
toward the donors.
At first glance Joos van Cleve's Crucifixion
Triptychat the Museum (fig. 22), painted more
than eighty years later, seems to demonstrate
how little the conventions of donor portraiture had changed. Just as in Rogier's triptych, the saints in the wings are united with
the figures in the center panel by a continuous
landscape, by now a common device. The donor is depicted in the same attitude as Rogier's
man and wife, and he occupies the same position at the right of the Crucifixion. In place of
the fissure, however, the donor's patron saint

appears. The saint has been identified as
Joseph of Arimathea, but this is surely incorrect, as that saint can be seen in the background dressed quite differently. The attribute
that lies at his feet, a sword, indicates that he is
Saint Paul. His action is related to the Virgin's
in Rogier's triptych-he puts one arm and a
leg around the cross-but he turns toward the
donor and emphatically places the other hand
on the donor's head (see fig. 23). The Virgin
and Saint John, whose presence at the Crucifixion is required historically, stand to either
side at a certain distance. The donor communes with Christ and his sacrifice-through
the patron saint-much more personally and
directly than Rogier's donors. The difference
in presentation bespeaks a change in religious
sensibility that anticipates the onset of the
Protestant Reformation.

22. Paintedabout 1525, Joos van

Cleve'sCrucifixionTriptych

showsfour standingsaints in its
wings:John the Baptist and
Catherineof Alexandria at the left
and Anthony of Padua and
Nicholas of Tolentinoat the right.
The donorappearsat the lower
right of the centerpanel in front of
John the Evangelist and opposite
the VirginMary. He has reverently removedhis hat and laid it
on the ground beforehim. The
swordnext to it is the attributeof
his patron saint, Paul. The scallop
shape of the triptych'supper edge
becamefashionable duringthefirst
decadesof the sixteenth century.
Centralpanel, 3834 x 2914 in.;
each wing, 393/4 x 127/8 in. Bequest

of George Blumenthal, 1941
(41.190.20a-c)
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23. In this detail ofJoos van
Cleve's Crucifixion Triptych
(fig. 22), thefigure with one hand
on the crossand the otheron the
headof the donormust be that
man'spatronsaint. He has previously been mistakenlyidentified
as Joseph of Arimathea,but that
saint, dressedquite differently,supports the head of Christ in the
Entombmentscene in the background. The figure in theforegroundmust be Saint Paul because
of the attribute,a sword, that
lies at hisfeet-just as Saint
Catherine'swheel lies at herfeet
in the left wing of the triptych.
Paul (Pauwel) was not a common
Christianname in Flandersduring
thefifteenthand early sixteenth
centuries,whereasin Italy "Paolo"
was in wide use. The altarpieceis
first recordedin a private collection
in Genoa, a city with which Antwerphad close tradeconnections.
Thesefactorsand the inclusionof
two Italian saints in the right
wing suggestthat he was an Italian who had businessin Antwerp.
24, 25. Theseportraitsof
BarthelemyAlatruye and Marie
Pacy are sixteenth-centurycopies
of originalsprobablyby Robert
Campin. Alatruye, who lived in
Lille, died in 1446 and his wife,
in 1452. The painted borderswith
the repeatedmottoBien faire
Daint (Deigned to do Well)probably reflectthe originalpaintings'
inscribed
frames. The sitterswould
have appearedto be restingtheir
handsupon theframes' lower
edges.Musees Royaux des BeauxArts de Belgique,'Brussels,on
depositat the Musee des BeauxArts, Tournai

Independent

Portraits

t the close of the fourteenth century, the
commissioning of independent painted
portraits was primarily a prerogative of
ruling noble families. These portraits were not
so much exercises in vanity as demonstrations
of position and power. Collectively they established a visual record of family history
that supported dynastic succession. Individually they promoted in a propagandistic way
the cause of the potentate: often copied and
presumably widely distributed, such portraits
served to remind the viewer of the ruler's
power wherever they were displayed.
With the economic prosperity and widespread affluence at the beginning of the fifteenth century, it seems to have become
increasingly common for members of the

lesser nobility and the wealthy bourgeoisie to
commission portraits in imitation of aristocratic practice. Certainly the desire to foster a
sense of family history was a factor. Couples
often commissioned portrait diptychs that
celebrated their conjugal union, such as those
of Barthelemy Alatruye and his wife Marie
Pacy (figs. 24, 25), sixteenth-century copies of
originals painted probably by Robert Campin.
In the fifteenth century coats of arms were
commonly included on the frames (usually
lost) or on the panels' reverses. In these copies
the sitters' coats of arms are superimposed
against the background field at the upper left.
Flemish painters arrived empirically at the
three-quarter profile view, and it became the
standard format in the north. In contrast to
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the classically derived pure profile portrait developed by contemporary Italian artists, it allowed them to display their skill at modeling
form. The heightened illusionism of their
style prompted Flemish artists to question the
restricted field of vision required by a headand-shoulders portrait. Framing devices came
to be incorporated in an illusionistic manner.
As in the portraits of Alatruye and his wife,
the frame became a window onto the space
occupied by the sitters, who often rest their
hands upon the lower ledge. Jan van Eyck,
particularly, approached the frame as an integral part of the picture's composition. In the
so-called Tymotheosof 1432 (fig. 26), he has
introduced a stone parapet with inscriptions
that seem to be painted and chiseled. In a
work by Jan that preserves its original frame,
the portrait of the goldsmith Jan de Leeuw
(fig. 27), dated 1436, the illusionism of the image extends to the frame itself, which has been
painted to look like engraved metal. Here the
sitter gazes directly at the viewer. This device
is perhaps van Eyck's invention, and it produces the unnerving sense of a portrait that
seems as much to observe us as we it.
Despite the inscriptions on these two portraits, the circumstances of their commissions
are not known. The Netherlandish inscription
on the frame of the Jan de Leeuw reads: "Jan
the [lion pictogram for Leeuw] who, on Saint
Ursula's day, opened his eyes for the first time,
1401,Jan van Eyck has now portrayed me. It
can be seen when he began: 1436." It records
the sitter's identity, his day of birth (October
21, 1401),the name of the artist, and the year of
execution. The cleverly conceived inscription,
with its repeated references to sight, combines
with de Leeuw's intense gaze and van Eyck's
own considerable powers of vision to make
this portrait a consummate expression of the
artist's ability to mirror reality. Van Eyck
seems, in a God-like way, not only to have
endowed the sitter with sight and to have
effected his rebirth, but also, recalling Fazio's
remark, to have given the portrait a voice.
If the earlier Tymotheosseems less to be a
living, breathing presence, it could be in part
because of the function the picture possibly
served. Although the meaning of the Greek
inscription, TYM.0WEOC,from which the picture's title derives, is far from clear, the simulated chiseled inscription beneath it in French,
LEAL SOVVENIR
(loyal memory), might indicate a commemorative purpose. The painted

inscription in Latin below the French records
the date andJan's authorship, and it is in a legal
form, which suggests that the work documents an event-perhaps a foundation willed
by the sitter, the deed of which he holds.
Erwin Panofsky notes the funereal character
of this work; it certainly must have been a

26. Jan van Eyck's so-called
Tymotheos, dated1432, appears
to be a memorializingportrait,yet
the batteredand crackedstoneparapet with inscriptionsin Greek,
French,and Latin may allude to
thefutility of attemptingto establish a lasting memorial.National
Gallery, London
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27. It has beenproposedthat each
sentenceof the carefullycomposed
inscriptionin Jan van Eyck's Portrait of Jan de Leeuw containsa
Roman-numeralchronogram,a
type of sophisticatedwordpuzzle
popularamonghumanistsof the
fifteenthand sixteenthcenturies.
The inscription reads: -IAN DE

[lion pictogramreplacesLeeuw]
OP SANT ORSELEN DACH / DAT
CLAER EERST MET OGHEN
SACH 1401 -/GHECONTERFEIT
NV HEEFT MI IAN /VAN EYCK
WEL BLIICT WANNEERT BEGA[N]

addedfor em1436. (underscoring
phasis; see p. 35 for translation).
If each w is countedas vv (twice
5), the Y as I (1), and the D's

discounted-at the time the picture
was painted, D (500) had not been
used in datesfor almosthalf a
century-the first sentencetallies
M (1000) ccc (300) LL (100)
I(1) = 1401, and the second
MCCCLL(1400) vvvvvv (30)
IIIImm(6) = 1436. Hence the lion
pictogram-to avoid LEEVW with

its three V's. However,if the Y is
not countedas I, and if the M's,
C's, and L's are discounted,the second sentencecontainsa different
chronogram:vvvvvvIrll (35),
the sitter'sprobableage. The portraitwould then commemorate
specificallyJan de Leeuw's thirty-fifth
Mubirthday.Kunsthistorisches
seum, Vienna

memorial of some sort. In this regard, the parapet deserves special consideration. The simulated deterioration of the chipped and cracked
stone denotes recognition of the transience of
the material world, and hence, of the vanity
of all earthly pursuits, even of the attempt to
establish a lasting memorial. Although the
artist's technical skills enabled him to create an
image that seems to have captured life and preserved it for more than five and a half centuries, he used that same skill to acknowledge,
with this worn ledge, the impermanence of
physical stuff The eternal quality of spiritual
values is thereby implied.

The sensibilities evident in these two portraits by van Eyck are manifestly apparent in
the most engaging early Flemish portrait at
the Museum, the Portrait of a Carthusian (figs.
6, 28) painted in 1446 by Petrus Christus, van
Eyck's most gifted follower. Like van Eyck,
Christus recognized that a portrait's restricted
field of vision seemed arbitrarily cropped because of the heightened illusion of form. He
sought here to validate the cropping by including in the painted field a simulated frame
that functions as an aperture. The frame appears to be marbleized at the sides and top,
and at the lower edge it imitates red hardstone

with a chiseled Latin inscription that translates: "Petrus Christus made me, 1446." The
date is included asymmetrically at the right, as
if it were an afterthought. Besides the strong,
frontal light from the right, there is a second

light source within, from the rear left, that
illuminates the sitter's space, which has been
developed as the corner of a shallow, confined
interior. With clear, steel-blue eyes, the sitter,
like Jan de Leeuw, engages the viewer with a
28. The exceptionalnatureand intimatequality of both the Portrait
of Jan de Leeuw (fig. 27) and
PetrusChristus'sPortrait of a
Carthusian, dated1446, causeone
to suspectthat the sitterswere close
friends or relativesof the artists
and that the portraitswere not
commissionedbut ratherwere made
for presentation.The Carthusian's
shavedupper lip and hairstyleindicatethat he was a lay brother,
not a monk. Christusportrayeda
Carthusianon at least one other
occasion.A small painting by him
in the StaatlicheMuseen PreussischerKulturbesitz,BerlinDahlem, showsJan Vos,prior of
the Carthusianmonasteryof
Genadedal(near Bruges)from
1441 to 1450, kneelingbeforethe
Virgin and Child. 112 x 8 in.

TheJules Bache Collection, 1949
(49.7.19)
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opposite

29. Francescod'Este, the sitter in
this portraitof about 1460 by
Rogier van der Weyden,was the
illegitimateson of Lionello d'Este,
marquisof Ferrara.He was reared
in Flandersat the Burgundian
courtand spent most of his life in
serviceto Dukes Philip the Good
and Charles the Bold. His portrait, with its aristocraticbearing
and manneredelegance,embodies
the essenceof courtsociety. The
hammerhe holds is a princely attributeof power connectedwith the
ritualsof the tournament-a central activity of courtlife-and the
ring is possibly a prize. This work
is amongRogier'sfinest and is one
of the great masterpiecesof the
Museum'scollectionof early
Netherlandishpaintings. 12/2 x
83/4 in. Bequestof Michael
Friedsam,1931. The Friedsam
Collection(32.100.43)

steady gaze. His hooded white robe indicates
that he was a member of the Carthusian order,
and he must have been a lay brother because
his shaved upper lip breaks with the rules of
dress for regular monks. His identity beyond
these facts is unknown. He may not have
taken a vow of poverty and hence might have
commissioned the portrait himself Nonetheless, the picture is possibly the only known
independent portrait of a cleric from the fifteenth century, and the occasion for its execution is a fascinating enigma. One wonders
what the relationship between artist and subject might have been.
The trompe l'oeil fly on the frame's rim is a
striking detail. A tour de force of illusion, it
certainly demonstrates the artist's skill at deceiving the eye. Panofsky notes that it is part
of a tradition dating from antiquity and quotes
Philostratus Lemnius, a writer of the third
century A. D., who describes a painting in which
the artist, "enamored of verisimilitude," so adeptly depicted a bee on a flower that one could

not discern whether "an actual bee had been
deceived by the picture or a painted bee deceived the beholder."
The fly surely carries moralizing content as
well. Flies are found wherever there is decay;
indeed, during the fifteenth century they were
believed to emerge spontaneously from it.
Thus, the fly became a symbol of the corruption of the flesh that is the consequence of
Original Sin. In the context of portraiture, this
meaning is particularly appropriate-especially in a work such as this one in which the
artist's skill would seem to have denied death
its victory. Just as the fly flaws the otherwise
pristine environment of this portrait, two flies
invade the Master of Frankfurt's1496 portrait
of himself and his wife in the Koninklijk Museum voor Schone Kunsten, Antwerp. One of
these flies appears to have landed directly on
his wife's head. There, as here, the fly is undeniably intended as a memento mori, a reminder of death that counterbalances what
otherwise might seem like an unabashed cele30. The reverseof the Portrait of
Francesco d'Este (fig. 29) identifies the sitter.It bearshis coat of
arms (the same as his father's)
supportedby two lynxes (punning
on hisfather's name, Lionello) and
surmountedby a helm crestedwith
a blindfoldedlynx; a device, voir
tout (To see all), which is evidently his own but derivedfrom
hisfather's, quae vides ne vide
(Shut your eyes to what you see);
two sets of the lettersm e, an
abbreviation
for marchio estensis
(marquisof Este), as Francesco
was officiallystyled in Flanders,
intertwinedwith tasseledcords;
and his Christianname in French,
the courtlanguage. The phrase
non plus courcelles at the upper
left is a later addition,the meaning
of which is not clear.

...

-?lr

"2t""

i

i

"j;

i

t''. r. ,-

r?\l
--i--'

1

I -, -

I

?rf
i?! ;r i ?i--.

:

I ,

..

'

_ LI

;?; ?.A-

4-i

7

Z

.....ti? .i?

i
?!??-??T -1' i .. i.
i i--?i;
:i:;:
iii
Y:?:
i.---,1-- ..- .?ii.......
i -i . i
....,,??
li_
, i

~'~
]l~llll/
:f::'~

-* yr

fI;'-Zr

.r

-t., i.,.J..,.!....;..
,-:

X
.l

irJ;:;:::

<1

::

,',

' ''
R-,C
~;
I 9:1~!~
:;.'I *',
.-'!'..,;i
?'?
f I

...I

z.

''J9

. 1..-.-1..X.'

I

J<f

i?;
II
)4.?-?'???-?--;-i?-??
*.

1-i

i
??
: I

Ia
.IG.,Jt,

i .. i../?
r

(, ;"T:???-?i,
I : i?

,.. ~i/ .i

;"

4

j

..
i;

...
r I
i?---r??
i , ?:-??.1. ?!?????
C j:j i..
i
r
i
ii
i
..ir?- -i--?:-:l ....;?ii
..;*....
i
r;
?::,?
I:::
' -: :?I;x?.:

-

I?'
i1
i?-: i-?i;?-?
/???
i-'
"*--?,'.,I....
'",.. .
i
I
?????
???-

Z1...
_.I

?;i;?:?e

..lf
t

?

Th Mugeum s Wung Man Holding
CW

I

f Rugi'ef Vainder

y

ctens A hqi!p,eceii0V

was caiv

i f roiact

Stic

0

que
e
F
th
I
Or ait rig t OT AIMO
same size in LOndon Bpoih! t
havei,be attripu ect itio 'fb iower M
R69ie
el
en, V"Ikdt"h M as
te bfiS nte,i Guauiieii ft'j, aq in
ing:
Sa'int G -e'
!Louvre 7lie Saw
h t ti iU d%., its 1:
lbackaround idvi
at
al'o Sainte uu
D,46K
Istruc i111lI CT.
Ofithe iL ndoni p ici.t urel is h
ou t
It c
uriI'M N: It
ame
Sabldii
Ini eri ir inIith&INew Yb!rK,.
ihc i nterlipan
t
.,.s onte irr
t

t

y

jr

pli.

S

uire

MO-

OM

t

A
M'

%

the Isamc nI diVlduA 1The slm lan Y or
Ces o tne
io al lsimi ar Iit
Y,
c u
Sitters areimodel e liinId' arate not.
aine l
.1v
R oni or anotherilpa
114Vilelspk Th e dir
u es OifIciress
f rences can
0 ineem,l,itlican
t b m6i a1na nir&varvIngirstates M
IminmviaI
not De saict.w c
p:
t
pi
1
II
:
l'
Mor
t
rAs rvanGn N, one
fi
are
id
J.
tr
ai
IS
ddir
bothI:weire painwiq
in
l
I
thek9s,
IIiIy irIgn
aboIU 14180
though possibl'
xaM inat n El
revlelais iIibOthi WOrKS
C'
unde
h hese Iar6iliibjrob
a I
ex ens ve iand h' hl ind'IvIdda'11'
t& it ul
C co
II
SIIih A,
111
r
iiid
in
n
t
ral
precisel
yl
d
li
inue
nd
9
p
1catetnaE ie 1i r rai s were
unusua f; a ima qISlittlerito DeAdepicrea
thsame tiSt:IALsiij
iw a ing: AII
hat i nipa ildlevot'i6haj dinlych
1th h ads in 77i
ent
I he hea t s'haped1I
bOI
6 S,May inaic=6 a
t fbr::11'nei
astp
inte
s
RM iro,m anttcMSon
portraits!
AII

t

:::

the only known fifteenth-centur
heart-shaped book is a collection
French and Italian love songs ma
sometime between 1460 aind 147
Chansonnierde jean de Montchenu
Bibliotheque Nationale, Paris (
child 2973). However, a prayer b,
might just as well have a heart st
indicative of passionate devotion
the Eucharist scene in the backgr
of the Museum's portrait suppor
latter interpretation. Left: 84 x 5
Bequest of Mary Stillman Harkn
1950 (50.145.27). Right: National
lery, London. Far right: detail of
charist scene, Museum voor Schi
Kunsten, Antwerp
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bration of the sitters' appearances. The veiled
meaning is like that of the battered parapet in
Jan van Eyck's Tymotheos.
The Metropolitan Museum's PortraitofFrancescod'Esteby Rogier van der Weyden (fig. 29),
painted about 1460, near the end of the artist's
career, represents a concept of portraiture almost entirely at variance with the Eyckian tradition found in the Portraitof a Carthusian.The
latter's sense of atmospheric depth, of form
suspended in light and shadow, here gives way
to a considerably flattened patterning with
contours silhouetted against a neutral white
ground. Devoid of moralizing content, the
portrait celebrates purely secular values. These
qualities are in keeping with the social milieu
that produced the d'Este portrait. Francesco
was the illegitimate son of Lionello d'Este,
marquis of Ferrara.In 1444, at the age of about
fifteen, he was sent to the Burgundian court at
Brussels to be educated. Although he occasionally returned to Italy, he spent most of his
adult life in Flanders in service to the dukes of
Burgundy, first to Philip the Good, and then
to Charles the Bold, with whom he had been
reared. It is not surprising to find in Francesco's portrait the mannered elegance and
aloof demeanor typical of court portraiture.
The light field of this picture is unusual and
unique among Rogier's surviving portraits. (It
is not without precedent, however, if the portrait of Barthelemy Alatruye [fig. 24] is a
faithful reflection of Campin's original.) Perhaps white held special significance for the sitter, whose father, it is said, chose the colors of
his clothes according to the positions of the
planets and the day of the week. The hammer
and ring Francesco holds allude to court society. The hammer is a princely attribute of
power connected with the rituals of the tournament-a central activity of court life-and
the ring is possibly a prize.
In the surviving half-length independent
portraits by Campin, van Eyck, and van der
Weyden, the sitters are customarily represented against a neutral, flat ground, usually
dark. Evidently it was considered appropriate
to isolate the figure of an independent portrait
in an indeterminate space. The nonspecific locale lends these portraits a timeless universality that is complemented by the tranquil
and static expressions of the sitters. Indeed,
their faces are nearly expressionless. This convention must have been one of choice, for as
we have seen in their full-length donor por41

traits, these artists were capable of placing individuals in spatially developed environments.
Independent portraits by Petrus Christus,
such as the Portrait of a Carthusian, are the ear-

liest surviving in which the sitter is found in
an illusionistic space. Rogier's late Portraitof
Francescod'Esteis evidence of that artist'sreluctance to abandon the older tradition.
In a nearly contemporary work, Dieric
Bouts's Portraitof a Man (fig. 31), dated 1462,
we see how much further a younger artist has
gone toward creating a temporal environment
for his subject. Here, as in portraits by Rogier,
who exerted a strong influence on Bouts, the
sitter's hands are stacked upon the lower edge
of the frame; but, as in Christus's Carthusian,
the man is seen in the corner of a room. Most
important, a window has been introduced in
the wall, permitting a view onto an idyllic
landscape. Sunlight from the window bathes
the rear wall, throwing the chiseled date into
relief and brightly illuminating the far side of
the man's profile.
31. Dieric Bouts'sPortrait of a
Man in London, dated1462, is
oftencitedas the earliestexisting
independentFlemishportraitthat
shows the sitter in a roomwith a
window openingonto a landscape,
but this arrangementshould not be
regardedas the artist'sinvention.
Toofew fifteenth-centuryFlemish
paintings survive (an optimistic
estimatemight be twenty to thirty
percent)for us to makesuch an
assumption.Instead, the work
should be consideredas representative of currentartisticfashions.
National Gallery, London

42

Although the conservative portrait formula
of a sitter against a dark field would endure
well into the sixteenth century, as the Museum's Portraitof a Man by Jan Gossart (see
p. 48) attests, the direction indicated by
Bouts's 1462 portrait was the way of the future. The possibilities of its format were developed to great effect in a sizable group of
portraits by Hans Memling dating from the
late 1460s through the 1480s. Memling was an
artist who evidently enjoyed particular success
as a portraitist, and his painting of about 1475
in the Lehman Collection (fig. 32) serves well
to demonstrate his charm as a portrait painter.
Far from a penetrating examination of character, the picture presents an attractive, selfpossessed young man. Where a modestly
shuttered window sufficed in Bouts's portrait
to open up the sitter's space, here a loggia with
marble columns opens onto a sunny, tranquil
vista. The harmonious relationship between
this calm natural environment and the equally
calm individual must have been as appealing

32. In Hans Memling'sPortrait
of a Young Man of about 1475,
the sitter'senvironmentcontributes
to the picture'spsychologicalappeal as muchas, if not morethan,
the man's countenance.The sunny,
tranquillandscapeharmonizes
with the mental composureof the
sitter,and the eleganceof the marble columnsenhancesthe noble
effecthe presumablydesired.The
portraithad been crudelytransformed into an image of Saint
Sebastianby the additionsof an
arrowand a halo, removedin
1912, tracesof which are still visible. Portraitsat the Museumby
PetrusChristus (figs. 6, 28) and
GerardDavid (fig. 20) have undergonesimilar transformations.
15/4x 111/8in. Robert Lehman
Collection, 1975 (1975.1.112)
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33, 34. The MetropolitanMu-

seum'sPortraitof a Womanby

Quentin Massys (opposite)is one
of a pair of husbandand wife. The
man'sportrait(left), in a Swiss
private collection,is treatedidentically, with the sitter viewed behind
a repoussoirarchcomposedof two
marblecolumns,a stone lintel, and
an acanthus-leafbridge.The man
holdsprayer beadsand the woman
a prayer book-attributes of their
faith. The wife appearsto have
pausedfrom her readingin a moment of contemplation.The sense
of suspendedaction was a recent
developmentin Flemishportraiture,one with which Massys
may be credited.Left: Schloss
Au, Switzerland, Collectionof
E. von Schulthess.Opposite:
19x 17 in. Bequestof Michael
Friedsam,1931. The Friedsam
Collection (32.100.47)

to contemporary patrons as it is today;
Memling exploited it much more fully in numerous other portraits in which the sitters are
depicted completely out of doors.
In this picture the columns, like the furlined coat and jeweled rings, contribute to an
appropriately lofty surrounding, aggrandizing
the sitter's appearanceand indicating his desire
for social prominence. Such decorous columns are the first signs of a tradition that can
be traced through to the portraits of van Dyck
and Gainsborough and to the studio props of
early portrait photography.
A similar use of more ornate columns is
found in the Museum's arresting Portraitof a
Woman(fig. 34) by Quentin Massys. The columns here form part of an arch that acts as a
repoussoirbetween the viewer and the pictorial
44

space. The arrangement derives ultimately
from the one seen first in Christus's Portraitofa
Carthusianand reflects a similar regard by the
artist for the framing device. In Massys's portrait, however, the style of the architectural
motif, with its acanthus-leaf bridge, has been
brought up to date, reflecting the recent influence in Flanders of Italianate designs. The
framing arch made possible the recognition of
this work as one of a pair of portraits of man
and wife. The husband's portrait (fig. 33), in
a Swiss private collection, is treated identically, so that when the paintings arejuxtaposed,
the sitters appear to be behind a continuous
loggia.
The dating of portraits by Massys is problematic; the most that can be said is that these
were painted in the second decade of the six-
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35. Paintedabout 1518, Adriaen
Isenbrant'sMan Weighing Gold
is possibly one of the earliestsurviving occupationalportraits, in
which the sitter is depictedengaged
at work. The schemeof suchportraitsevidently evolvedfrom other
genres of painting, as the pose of
the man identifiedas Saint Eligius
in the Museum'spainting of 1449
by PetrusChristus (fig. 7) prefigures that of the sitter in this
portrait. The nearly identicalactivities of thatfigure and of the
sitter here may have relatedsignificance. Strips have been addedto
the sides by someoneother than the
artist. 20 x 12 in. Addedstrips
on the sides, each 134 in. Bequest
of Michael Friedsam, 1931. The
FriedsamCollection (32.100.36)

teenth century. The couple's identity is unknown, but they were probably members of
Antwerp's wealthy bourgeoisie. The duality
of motivation we observed in donors' portraits
is found again here, where we perceive the
couple's concern for recording both their piety
and their wealth: the man holds prayer beads
and the woman a book of hours. The prayer
book is ornamented with gilded margins containing naturalistic floral decoration in the
style of the workshop of Simon Bening, the
leading sixteenth-century Bruges manuscript
illuminator. So precious an object is an indication of not only the sitter's avowed faith, but
also her social position. It recalls the oftquoted verse of Eustache Deschamps, who, at
the end of the fourteenth century, criticized
what had by then already become a fashionable prerequisite of women with social pretensions:
A Book of Hours, too, must be mine
Where subtle workmanship will shine,
Of gold and azure, rich and smart,
Arranged and painted with great art,
Covered with fine brocade of gold;
And there must be, so as to hold
The pages closed, two golden clasps.
The sitter's book, along with her rings and her
husband's rich fur collar, enhances the couple's
prestige in the same way as the elaborate columns. Yet it is a mistake to read into the
woman's expression, as has been done, a sense
of vain hypocrisy. Although she turns away
from the prayer book, as if ignoring it, her
action might just as well be one of momentary
contemplation. The portrait is among the earliest surviving in which an artist has captured
a sense of arrested movement, and it is equally
distinguished for its unusual yet masterfully
modeled full-face presentation.
Another new, somewhat related departure
in portraiture is found in the Metropolitan's
Man WeighingGold (fig. 35). This is one of a
stylistically cohesive group of paintings, all of
undocumented authorship, that show the pronounced influence of Gerard David and hence
have been attributed to Adriaen Isenbrant,
who was reported in the eighteenth century
to have emerged from David's workshop.
Only one of these paintings is dated, the
Portrait of Paulus de Nigro of 1518 in the
Groeningemuseum, Bruges, but it is evident
from that work that the Museum's picture
must have been painted about the same time.
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In van Eyck'sJan de Leeuw (fig. 27), the sitter holds a ring as an attribute of the goldsmith's profession. Here, however, the scales
and coins seem to function less as attributes
and more as an integral part of the sitter's action. As in Massys's Portraitof a Woman,there
is a heightened sense of suspended movement.
The Man WeighingGold appears to be one of
the earliest surviving occupational portraits,
in which the sitter is shown actually working
in his professional environment. His action
would seem to indicate that he is a money
changer, a banker, or a merchant. Nevertheless, we should not jump to conclusions; before Francesco d'Este's portrait was identified,
that picture also was called Portraitof a Goldsmith, a misinterpretation of his hammer and
ring. It is possible that the act of weighing
coins alludes both to the man's profession and
to his contemplation of higher values. The
scales could not have failed to remind contemporary viewers of Saint Michael's on Judgment Day. It seems particularly appropriate to
the mentality of an early Flemish portraitist
and his patron to regard the activity here as
weighing in the balance worldly against spiritual values.
This picture has been heavily reworked by
the artist, and its dimensions have been altered. Originally, the man held the scales in his
right hand and rested his left on the table; his
head was shown in near profile, and his fur
lapels were much wider. Moreover, strips 13/4
inches wide have been added to both sides of
the panel by someone other than the artist.
Disregarding these accretions, its dimensions
are 20 by 8/2 inches, a 5:2 ratio of height to
width surprising in its verticality. The usual
ratio for independent portraits is 5:4, and the
closest parallel is the 5:3 ratio of van Eyck's
Tymotheos.Given the sitter's lack of devotional
attitude, it is highly improbable that the picture was one wing of a triptych with a central
religious subject. It is possible that it formed
the right half of a portrait diptych but unlikely
that a portrait of the man's wife formed the
left half, for in paired portraits of couples, the
arrangement is usually just the opposite. Perhaps this portrait was paired with one of a
colleague or friend, like Quentin Massys's renowned "Friendship Diptych" of 1518, divided between Hampton Court and Longford
Castle, which pairs portraits of Erasmus and
Pieter Gillis-works that share numerous formal qualities with Isenbrant's portrait.
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Painted by Jan Gossart,
probably during the first
half of the 1520s-about the
same time as the model for
the Museum's Virginand
Child (fig. 11), this is one of
the latest portraits considered here, although its
format is remarkably oldfashioned. It is signed on
the scroll held by the sitter:
"J[o]annes malbodius
pingeba[t]." Malbodiusis
Latin for "of Maubeuge,"
the artist's birthplace in
Hainaut, whence he is also
called Mabuse.
Gossart is probably the
"Jennyn van Henegouwe"
(ean from Hainaut) who
entered the Antwerp painters' guild in 1503. From
1508 he served primarily as
court painter to Philip of
Burgundy, bastard son of
Duke Philip the Good, who
became Prince Bishop of
Utrecht in 1517. He worked
for Philip in Rome, Middelburg, and Utrecht, and
Uossart served rnlllp s

grandnephew Adolf of
Burgundy in Middelburg.
He worked intermittently
for, among others, Charles
V in Brussels, Margaret of
Austria in Mechelen, the exiled Christian II of Denmark
in Middelburg and Ghent,
and Jean Carondolet in
Bruges and Mechelen.
Because of the hat ornament with the monogram
IM-initials that could stand
for "Ioannes Malbodius"the painting was once
thought to be a self-portrait.
However, the sitter bears little resemblance to engraved
portraits of Gossart, and the
initials are much more likely
an abbreviation for the common Christian invocation
"Ihesus Maria."
Jan Gossart was a central
participant in the Eyckian
resurgence that occurred in
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Half-Length

Devotional

Portraits

he early Flemish portraits at the Museum
that remain to be considered appear at first
to be independent portraits but were, in
fact, parts of diptychs or triptychs that included a religious subject, usually a halflength Virgin and Child. Such works-the
Museum's Portraitof a Man by Hugo van der
Goes (see p. 62), for instance-can be recognized by the sitter's devotional attitude, with
hands clasped in prayer. Whereas half-length
independent and full-length donor portraits
were as common in Italy as in Flanders during
the fifteenth and sixteenth centuries, halflength devotional portraits were peculiar to
northern Europe. Since Hulin de Loo's reconstruction in 1923/24 of the earliest surviving
diptych of this type, Rogier van der Weyden's
Virginand Child withJean Gros of about 1450
(figs. 36, 37), the form has been presumed to
have been an invention of that artist. Recently,
it has been observed, however, that inventories of 1404 and 1420 mention a half-length
diptych, now lost, showing the Virgin and
Child adored by Philip the Bold, first duke of
Burgundy, and his son and successor, John the
Fearless; evidently the form was known at
least as early as about 1400. Nevertheless,
Rogier may have been responsible for popularizing it around mid-century.
The conceptual appeal of the arrangement is
apparent. The image of the Virgin and Child
in the Gros Diptych derives from Rogier's
Saint Luke Drawing the Virgin(fig. 2). The diptych pairs an iconic representation of the
Virgin-her portrait by Saint Luke, as it
were-with a portrait of the pious patron.
The image of the Virgin itself might have been
an object of the patron's personal devotions.
By combining it with the patron'sportrait, the
artist has made that personal devotion an integral part of the image.

The arrangement evolved from two pictorial traditions. First, the pairing of halflength male and female figures parallels portrait diptychs of married couples, although
here the male patron cedes the position of precedence, at the left, to the Virgin. Second, the
half-length depiction of one figure in supplication to another is related to that of Christ and
the praying Virgin. Robert Campin's picture
of about 1435 (fig. 38) is a late reflection of this
compositional type. Deriving ultimately from
Byzantine icons, the scheme was first introduced in northern Europe at the beginning of
the fourteenth century through the intermediary of trecento Italian models. In the older
type, represented by Campin's picture, the
Virgin intercedes on behalf of all mankind,
praying for Christ's mercy on Judgment Day.
In the later permutation of the scheme, represented by Rogier's diptych, the individual
prays on his own behalf to the Virgin for her
intercession.
Little is known about the original destinations of diptychs and triptychs with halflength compositions, including those with
portraits, but their intimate presentation and
personal scale suggest that they were intended
for private family chapels and domestic rather
than public altars. The only half-length
fifteenth-century Flemish triptych whose
original destination is known, Rogier van der
Weyden'sJean Braque Triptych of about 1450,
in the Louvre, was destined for the patron's
residence and remained in that family's possession until 1586. Memling's Marten van
Nieuwenhove Diptych of 1487 (fig. 39) belonged to the Nieuwenhove family until 1640,
indicating that it, too, had not been part of a
religious donation. In this work, the form of
the devotional portrait diptych finds its highest level of realization. Memling abandoned
49

36, 37. The Virginand Child
with JeanGros,paintedby

Rogier van der Weydenabout
1450, is the earliestsurvivinghalflengthdevotionalportraitdiptych,
but theform was not Rogier'sinvention. He may, nonetheless,
have been largelyresponsible
for
its popularityafter the middleof
thefifteenth century.
The sitter is identifiedby the
portrait'sreverse,which displays
the Gros coat of arms, the initials
JG, a pulley emblem,and the device GRACE A DIEU (Thanks to

God). The emblemand deviceare
found again on the reverseof the
Virgin and Child. Jean Gros was
by 1450 secretaryto Philip the
Good, duke of Burgundy.He acquiredgreat wealth and built in
Brugesa magnificenthouse that
still stands.He died in 1484. Left:
Musee des Beaux-Arts, Tournai.
Right: Art Instituteof Chicago,
Mr. and Mrs. Martin A. Ryerson
Collection(33.1051)
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the dark neutral background favored by
Rogier and developed instead a pictorial space
of consummate illusion. The Virgin and van
Nieuwenhove occupy a single interior that
unites the two panels. The observer's view
onto their space is through two separate apertures defined by the frame, as the reflection in
the mirror behind the Virgin makes clear. It
shows the Virgin and Marten, each silhouetonto
ted against a bright opening-windows
our space. Ledges, upon which the Virgin
holds the Child and the sitter rests his prayer
book, mark the transition between real and
pictorial space.
Although the Virgin and patron are combined in one illusionistic space, the individual
panels present differing spatial impressions, in
keeping with the disparate nature of their subjects. In the temporal half, the raked-angle
view of the side wall sets the eye in motion,
directing it, as do the sitter's glance and threequarter profile, to the left. In the sacred half,
the frontal view of the Virgin and of the rear
wall creates an iconic, symmetrical composition appropriate to the holy subject.

The tranquil landscape glimpsed through
the window behind the Virgin is nonspecific,
but that behind the sitter is topographical,
showing the footbridge and tower (Poedertoren) of the Minnewater district in Bruges.
The sitter, it is recalled, was the brother-in-law
of Anna van Nieuwenhove, whose epitaph
(fig. 17) displays in the background the same
monuments. The neighborhood is evidently
one with which the Nieuwenhove family was
associated.
In 1902 the eminent cultural historian Aby
Warburg observed that Italian patrons must
have perceived Flemish portraits as having
the nearly magical powers of votive images. Fifteenth-century Florentine churches
abounded in wax effigies, often dressed in
the donors' own clothes. The surrogate presence implicit in these ex-voto figures must
have been ascribed as well to painted donor
portraits, which create an everlasting pictorial reality whereby patron and divinity are
inexorably linked.
One Italian family, the Portinari, were particularly attuned to the capabilities of Flemish

portraitists, as their repeated patronage attests.
The most prominent of the Portinari, Tommaso, was from 1465 until 1480 copartner and
manager of the Bruges branch of the Medici
bank. Ambitious to a fault, he ingratiated
himself with the dukes of Burgundy, furnishing extensive loans that financed their military
campaigns. He became a counselor to Philip
the Good, whose successor, Charles the Bold,
made him his treasurer. Although Portinari
achieved an exalted social position, his loans to
the Burgundian court proved to be disastrous.
When Charles was slain in 1477 at the battle of
Nancy, he was deeply in debt to the Medici
firm. After bailing out the branch with large
advances, the Medici forced Portinari in 1480
to assume sole responsibility for the Bruges
bank, severing their association with it. In a
memorandum of 1479, Lorenzo the Magnificent had charged that Portinari "in order to
court the Duke's favor and make himself important, did not care whether it was at our
expense." Portinari spent the rest of his life
trying to recover his losses.
At the peak of his power, in 1470, Portinari
married Maria Baroncelli, who came from an-

other prominent Florentine family of financiers. At the time of their marriage, Maria was
fourteen or fifteen years old, Tommaso about
forty-two. It must have been in that year or
the following that Tommaso commissioned
from Hans Memling a half-length devotional
triptych, of which only the portrait wings
(figs. 40, 41), at the Metropolitan Museum,
survive. Considering the patron's prestige, it
is not surprising that these portraits are among
the artist's most finely executed. Happily, they
are also two of the best preserved, although
the black-on-black pattern of Portinari's silk
damask jacket has become nearly invisible.
The precision with which Memling has articulated Tommaso's features-recording even
what appears to be a scar on his chin-is unsurpassed in the artist's oeuvre, and he has lavished equal attention on the detail of Maria's
enameled gold necklace set with sparkling
stones and lustrous pearls.
The heads are set against a somber, dark
ground, but Memling has introduced into this
conservative format simulated stone moldings
that box in and define the pictorial field. Like
the simulated frame in the Portraitof a Carthu-

38. Iconicdepictionsof Christ with
the praying Virgin, like this one of
about 1435 by RobertCampin,
prefigurethe arrangementof devotional diptychsthat pair a halflength Virginand Child with a
portraitof a supplicantindividual.
John G. Johnson Collection,
Philadelphia
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ortrait's origunction are
Any estima-

te

This painting is generally
said to be one of but two
"independent" portraits securely attributable to Dieric
Bouts; the other is the portrait dated 1462 (fig. 31).
This is perhaps better
termed a single portrait because the fingertips joined in
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other paint
male sitter

has been trimmed within
the original painted surface
and set into an oak panel so
that this does not appear to
be a fragment; but, in fact,

sian (fig. 28), these moldings seem to be an
extension of the actual frame. However, where
the Carthusian is clearly positioned in a space
behind the simulated frame, here the sitters are
in front of it. The picture plane has become a
very shallow recess before which they appear
to project. As we have already seen, Jan Gossart later employs the same device in his Virgin
and Child (fig. 11). The lost center panel of the
a half-length
Portinari triptych-probably
and
Child
well-was
as
presumably
Virgin
treated in similar fashion.
Memling portrayed Tommaso and Maria
Portinari on at least one other occasion. Their
full-length donor portraits appear at the lower
left and right corners of a small panel in Turin
(fig. 42) that depicts Christ's Passion. It has
been suggested, quite plausibly, that because
the donors are unaccompanied by any offspring, the picture must have been painted
between 1470, the year of their marriage,
and September 15, 1471, the birth date of their
first child, Margherita. Had the picture been
painted later, she probably would have been
included at prayer by her mother's side, just as
the donor's son appears in a work by Memling

very similar to this one, the so-called Seven
Joys of Mary in the Alte Pinakothek, Munich.
Although the donors' figures in Memling's
Passion of Christ are only four inches high, they
are unmistakably recognizable as Tommaso
and Maria Portinari (figs. 43, 44). Indeed, it
was by comparison to the Museum's pictures
that the donors in the Turin Passion were identified. The portrayals, with the heads viewed
from precisely the same angles, are so similar
that one pair seems to have served as the
model for the other. Obviously, the large, detailed portraits in New York would be primary. That they may have been copied for the
smaller donor portraits is consistent with
what we know of fifteenth-century portraitpainting practice, and the likelihood is not
discounted by the absence of Maria's magnificent necklace in the Passion. It may have been
omitted because of the figure's small scale or,
more probably, because it was deemed inappropriately ostentatious attire in which to witness Christ's suffering on the road to Calvary.
If the Museum's portraits preceded those in
the Turin Passion, they must date as well from
1470 or 1471.

39. Memling's Virgin and
Child with Marten van
Nieuwenhove is a consummate
expressionof spatial illusion that
fully integratestheframe and
unites the patron'sportraitand the
devotionalimage. Nevertheless, it
maintainsproprietyby using varying perspectivesto differentiatethe
Virgin'ssacredrealmfrom the sitter'stemporalenvironment.The
image of Saint Martin dividing his
cloak at the right establishesthe
spiritualpresenceof the sitter'spatronsaint without disturbingthe
painting'snaturalnessand also
serves as an emblemof his charity.
The Nieuwenhove coat of arms
and Marten'sdeviceappearto the
left of the Virgin. Roundelsto her
right show Saints George and
Christopher.Memlingmuseum
O.C.M. W, Sint-JansHospitaal,
Bruges
overleaf and following page
40, 41. These portraitsof
Tommasoand Maria Portinari,
painted by Hans Memling about
1470/71, are among the artist's
mostfinely executed.Left:
173/8X 13/4 in. Right: 173/X 133/8 in.

Bequestof BenjaminAltman, 1913
(14.40.626,627)
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42. In this painting commissioned
by TommasoPortinarifrom Hans
Memling, Christ'sPassion and his
appearancesafter deathare depicted
in a simultaneousnarrative,beginning with his entry intoJerusalem
at the upperleft and concluding
with his appearanceto the apostles
on the Sea of Tiberiasat the upper
right. Tommasoappearsat the
lower left next to Judas'sbetrayal
in the gardenof Gethsemane.At
the right Tommaso'swife is witness to Christ'ssufferingon the
roadto Calvary. Galleria
Sabauda, Turin
43, 44. In these detailsof the
TurinPassion, the figures of
Tommasoand Maria Portinari,
only four incheshigh, are viewed
from preciselythe same angles as
the headsin Memling'sportraitsof
themat the Metropolitan(figs. 40,
41), and the portrayalsare very
similar. The Turinportraitswere
probablymodeledafter the larger,
moredetailedones at the Museum

Shortly thereafter, perhaps as early as 1473,
Tommaso Portinari commissioned from
Hugo van der Goes the renowned altarpiecein
the Uffizi that bears his name (fig. 45). The
most important fifteenth-century Flemish
work of art after the Ghent Altarpiece (see fig.
14), the Portinari Altarpiece was probably
completed about 1475, although it did not
reach its intended destination, the high altar of
the Church of Sant' Egidio in the Hospital of
Santa Maria Nuova in Florence, until 1483.
The triptych includes portraits of the donors
with their children in the wings, and it is by
the number of offspring and their placement
that the work is dated. The donors and their
two eldest children are accompanied by their
patron saints. Their third child, Pigello, is
squeezed in behind his older brother, Antonio,
and seems to have been worked into the composition as an afterthought. Moreover, he is
not depicted with a patron saint. Hence, it is
likely that the work was commissioned before
Pigello's birth in 1474. A fourth child, Maria,
was born probably in 1475, and as she is not
included here, the altarpiece must have been
nearly finished by that date.
In the wings of the Portinari Altarpiece,

Hugo, remarkably, has revived the archaic device of distinguishing saints from mortals by a
hierarchy of scale. Nonetheless, Saint Thomas
stands with one foot on Tommaso's robes, recalling the detail in van Eyck's Virginand Child
with Canon van derPaele and similarly emphasizing the illusion of the donor's physical
proximity to holy personages. The event in
the center panel attended by the donors is the
Nativity. Rather than a historical representation, it is an eternal, mystical Nativity
embodying the liturgy of the Mass. The donors, like all the figures in the center panel,
adore the infant Christ, whose isolated, prone
body is paralleled by the sheaf of wheat in the
foreground, symbol of the Eucharist.
Tommaso's head is, unfortunately, poorly
preserved, but that of Maria (fig. 46) can be
compared to Memling's portrait at the Museum, providing an opportunity to see how
different artists treated the same sitter. The
even lighting and angle of vision chosen by
Memling produce a more generalized image
than Hugo's-one
that conforms more to
the contemporary ideal of feminine beauty.
Hugo's harsher modeling and more oblique
angle of vision render a sharper, pointed face
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that seems to have greater individuality. The
comparison illustrates a universal fact of portraiture: that any portrait results from the interaction of two personalities, the sitter's and
the artist's.
Two of Tommaso Portinari's nephews
continued his patronage of Flemish artists,
commissioning works that contained portraits. Benedetto Portinari, who worked with
his uncle in Bruges, ordered from Memling a
half-length devotional triptych, dated 1487,
which is now divided between Florence and
Berlin (figs. 47-49). Its center and right panels
are closely related to the Nieuwenhove Diptych, dated the same year, and illustrate Memling's formulaic method. The two images of
the Virgin and Child are nearly identical, with
minor variations in the positioning of the
Child's arms and the Virgin's left hand. Benedetto's triptych expands upon the format of
the devotional portrait diptych with the addition of a left wing that depicts, in portraitlike
fashion, the sitter's patron saint, Benedict.
The arrangement is similar to that of halflength triptychs with portraits of husband and
wife, such as that of Tommaso and Maria
Portinari; however, here the patron cedes the
position of precedence at the left to his intercessory saint. While Benedetto's triptych may
be the earliest example of this form that survives complete, it is probably not the first. A
curious picture attributed to Rogier van der
Weyden, in the National Gallery, London,
may also have been the left wing of a devotional portrait triptych. It is thought to represent Saint Ivo, and it is quite similar to

Memling's Saint Benedict. If Joseph is the patron saint of the male donor in the Merode
Triptych (fig. 1), it would be an early example
of such organization in a triptych, although
the donor's and saint's positions are reversed
and the figures full-length.
Benedetto's brother, Lodovico Portinari,
must have commissioned the diptych by the
Master of the Saint Ursula Legend that is now
divided between Cambridge and Philadelphia
(figs. 50, 51). The reverse of the portrait bears
the Portinari coat of arms and the initials L P. It
has been suggested that the diptych was
painted shortly before 1479, when Lodovico is
recorded in Florence; however, it may have
been painted at a later date in Bruges, where
both his younger brothers resided. Like
Christus's Carthusian,the portrait of Lodovico
was later made into a saintly image by the
addition of a halo.
The Ursula Master's Virgin and Child, like

the image in the Jean Gros Diptych, derives
from Rogier's Saint Luke Drawing the Virgin

(fig. 2), suggesting again the way in which
such a picture might have been viewed as a
"portrait"of some authenticity. Combining it
with Lodovico's portrait, the artist has employed radically different modes of representation to distinguish divine from mortal subjects. Whereas Lodovico is depicted in a
developed, illusionistic space, the Virgin and
Child are isolated against a gold field surrounded by angels. We have already seen in
the Nieuwenhove Diptych how Memling, a
more progressive artist, was able to realize the
same effect by more sophisticated illusionistic

45. Hugo van der Goes'sPortinari
Altarpiece,completedabout 1475,
shows the Nativity with Saints
Anthony Abbot and Thomasin
the left wing with male membersof
thefamily and Saints Margaret
and Mary Magdalenin the right
withfemale membersof thefamily.
Shippedto Florence,the triptych
was installedin the Churchof
Sant' Egidio in 1483. The striking
naturalism,especiallyof the landscape, and the expressiverealism,
particularlyof the shepherds,had
an immediateand majorimpacton
the work of Italian Renaissance
painters. Galleria degli Uffizi,
Florence
46. This detailfrom the right
wing of the PortinariAltarpiece
shows Maria Portinariwearingthe
same luxuriousnecklacethat appears in herportraitby Memling
at the Metropolitan(fig. 41),
painted aboutfive years earlier.
X-rays of the Museum'spainting
revealthat Maria's hennin originally had a zigzag patternlike
that of the one she wears here.
The alternatinglettersT M stand
for "Tommaso"and "Maria."
Comparisonof Memling'sand van
der Goes'sportraitsof Maria
shows clearly how the painter's
individualartisticpersonality
shaped his vision of reality.
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47-49. This triptychby Hans
Memlingwas painted in 1487for
BenedettoPortinari,who was
twenty-one-two years younger
than Martenvan Nieuwenhove,
for whom Memlingpainted in the
sameyear a very similar work
(fig. 39). Here a half-length
Virginand Child is flanked by a
devotionalportraitof Benedettoat
the rightand an image of his patronsaint, Benedict,at the left.
The wings arefirst recordedin
1825, in the Hospital of Santa
Maria Nuova, Florence,an institutionfounded and maintained
by the Portinarifamily. The reverseof the portraitdisplays the
sitter'semblem,a cut oak branch
from which new growth sprouts,
and his device, DE BONO IN
MELIUS (Fromgood to better),on
a banderole.Benedettoand his
olderbrotherFolco workedwith
theiruncle TommasoPortinariin
Bruges. They boughtout his financialinterestsin 1497. Folco
died in 1527 and Benedettoin
1551. Left and right: Galleria
degli Uffizi, Florence.Center:
StaatlicheMuseenPreussischer
Kulturbesitz,Berlin-Dahlem
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means-backgrounds of varying perspectives.
Lodovico, like the donor in the Merode
Triptych, seems to view the Virgin through an
opening, the window to his right, yet the object of his devotion is apart from his space and
abstracted, as if it were a vision. Curiously,
the Virgin and Child with angels are found
again in the landscape in the portrait panel.
The man drawing water in the foreground
must be Joseph, and his inclusion suggests
that the scene is the Rest on the Flight into
Egypt. The left panel of the diptych seems to
be a close-up view of the diminutive Virgin
and Child, envisioned by the patron in his
devout contemplation.
It is only through the fortuitous survival of
information that we have been able to consider as a group five works of art commissioned by and including portraits of members
of the Portinari family. If we knew the sitters'
identities in more fifteenth- and sixteenthcentury Flemish paintings, larger patterns of
patronage would no doubt emerge. Still, it is
clear from the patronage of the Portinari and
other Italians in Flanders that they were par-

ticularly appreciative of the talents of local
artists, and especially of their skills as portraitists.
Flemish painters' technique enabled them to
capture the appearances of worldly splendor
that status-conscious sitters desired: the richness of their fur collars and hats, of their silk
damask and velvet brocade garments, of their
jewelry and their illuminated books of hours.
But at the same time the naturalistic style of
Flemish artists made possible-especially in
half-length devotional portraits-the creation
of an illusionistic reality that not only records
the sitters' appearances but also attests to their
piety and their hope for the redemption of
their souls.

below
50, 51. Little is known about the
sitter in this diptych, Lodovico
Portinari.His father, Pigello, eldest brotherof TommasoPortinari
and managerof the Milan branch
of the Medici bank (not to be
confusedwith his nephew, Tommaso'sson Pigello), died in 1468
and was succeededby another
brother,Accerrito.Lodovico's
brothersFolco (b. 1462) and Benedetto (b. 1466) may have been
rearedin Bruges by Tommaso,
with whom they later worked.
Lodovicowas probablyolder than
his brothers,since in 1479 he and
his uncle Accerritowere responsible
for electingthe governorof Santa
Maria Nuova, the hospital in Florencefounded and maintainedby
the Portinarifamily. After his father'sdeath, Lodovico, like his
brothers,might have gone to
Bruges, wherepresumablyhe commissionedthis diptychfrom the
artistnow known as the Master
of the Saint Ursula Legend
after a seriesof panels in the
Groeningemuseum,Bruges.
The landscapebackgroundat the
upperleft of the portraitpanel
shows the skyline of Bruges with
the Minnewaterdistrictin theforeground-the same view found in
the Ursula Master'sepitaph of
Anna van Nieuwenhove (fig. 17).
The small tower to the left of the

highestspire, the Churchof Our
Lady, is possibly that of the Hof
Bladelin. Builtfor Duke Philip
the Good's councillor,Pieter
Bladelin, the townhousewas one
of the most magnificentin Bruges.
TommasoPortinaripersuadedthe
Medici to buy it in 1466, and
he lavishly remodeledit as his
residence.
Thefigures of the Virginand
Child in the left half of the diptych
arefreely adaptedfrom Rogier van
der Weyden'sSaint Luke Drawing the Virgin (fig. 2). The original engagedframe of the Ursula
Master'sVirgin and Child at the
Metropolitan(17.190.16)-also a
half-lengthversionof Rogier's
Saint Luke Virgin and Childwas once hingedat the right, indicatingthat it formed half a diptych like LodovicoPortinari's,
probablywith a devotionalportrait
as well. Left: Harvard University
Art Museums, Cambridge,Mass.,
Busch ReisingerMuseum, Bequest
of Grenville L. Winthrop.Right:
John G. Johnson Collection,
Philadelphia
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mat. The edge of the window casement and the upper
part of the sky are later restorations painted on a
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The SouthernNetherlands

Artists
TOURNAI
GHENT
BRUGES

BRUSSELS

LOUVAIN
ANTWERP

VALENCIENNES
SPAIN

Robert Campin (active by 1406, died 1444)
Hubert van Eyck (active by 1409, died 1426)
Hugo van der Goes (active by 1467, died 1482)
Jan van Eyck (active by 1422, died 1441)
Petrus Christus (active by 1444, died 1472/73)
Hans Memling (active by 1465, died 1494)
Master of the Saint Ursula Legend (active late XV century)
Gerard David (active by 1484, died 1523)
Adriaen Isenbrant (active by 1510, died 1551)
Rogier van der Weyden (born 1399/1400, died 1464)
Master of the Saint BarbaraLegend (active late XV century)
Master of Sainte Gudule (active about 1485)
Dieric Bouts (active by 1457, died 1475)
Quentin Massys (born 1465/66, died 1530)
Jan Gossart (active by 1503, died 1532)
Joos van Cleve (active by 1507, died 1540/41)
Hayne de Bruxelles (active 1454/55)
Luis Dalmau (active 1428-1460, trained in Flanders?)
Juan de Flandes (active 1496-1519, trained in Bruges or Ghent)
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Notes
The pictures reproduced in this issue of the
Bulletin are painted in oil and/or tempera on
wood, unless otherwise noted. The author thanks
Lucy Oakley of the Department of European
Paintings at The Metropolitan Museum of Art for
suggesting the idea that the fissure in Rogier van
der Weyden's Crucifixion Triptychmay refer to the
earthquake that occurred at the moment of
Christ's death. The author also thanks Maryan
Ainsworth of the Paintings Conservation Department at The Metropolitan Museum of Art for
discussing with him infrared examination of the
Museum's portrait by the Master of Sainte
Gudule.
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Museum of Art, pp. 52, 61 (bottom right); Staatliche
Museen Preussischer Kulturbesitz, Berlin-Dahlem,
p. 60 (right); von Schulthess Collection, p. 44; Walter
J. F. Yee, Chief Photographer, Metropolitan Museum of Art Photograph Studio, covers, pp. 4-5, 8,
9, 11, 14, 16, 19, 23, 24, 26 (wings), 27, 30-31, 32, 34
(left), 37, 39, 40 (top left), 43, 45, 47, 48, 50, 54, 55.

Opposite:Detail from the right
wing of the triptych by the
Master of the Saint Barbara
Legend (see pp. 26-27)
Back cover:The reverse of
Rogier van der Weyden's Portrait
of Francescod'Este (see figs.
29,30)
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Bauman, Guy. Early Flemish Portraits: 1425-1525, 4-64
Betchaku, Yasuko. Notes on Hokusai's Wood-block
Prints, Hokusai, 7-8

D
Donor Portraits. Early Flemish Portraits: 1425-1525,
17-32

E
Early Flemish Portraits: 1425-1525. Guy Bauman, 4-64
Early Flemish Portraits
Anonymous painter, Saint Donatian and a Warrior
Saint, 21
Bouts, Dieric: Portraitof a Man, 52; Virginand Child,
6-7
Campin, Robert, Triptychof the Annunciation,4-5, 30
Christus, Petrus: Portraitof a Carthusian,6, 9, 11,
36-38, 42, 44, 51; Saint Eligius, 10, 12, 46
Cleve, Joos van, CrucifixionTriptych,31-32
David, Gerard, Triptychof the Nativity, 28-30
De Flandes, Juan, The MarriageFeastat Cana, 13, 15
Follower of Aelbert van Ouwater, Portraitof a Man, 16
Goes, Hugo van der: Panel, BenedictineSaint or Monk,
11-12; Portraitof a Man, 49, 62
Gossart, Jan: Virginand Child, 14-16, 53; Portraitof a
Man, 42, 48
Isenbrant, Adriaen, Man WeighingGold, 46-47
Massys, Quentin, Portraitof a Woman,inside front
cover, 44-46
Master of the Saint BarbaraLegend: altarpiece
exterior: Annunciation,26, below; triptych wings,
Adorationof the Magi, 27
Master of the Saint Ursula Legend, Virginand Child
with Saint Anne Presentinga Woman, 24-25, 58, 61
Master of Sainte Gudule, YoungMan Holdinga Book,
40
Memling, Hans: MysticMarriageof Saint Catherine,
24-25, 30; Portraitof a YoungMan, 42, 44;
Tommasoand Maria Portinari,51, 53-56, 62
Weyden, Rogier van der, Francescod'Este, 38, 41-42,
46, back cover
Eyck, Jan van. Early Flemish Portraits: 1425-1525, 4, 6,
18, 20, 22, 35-36, 41

F
Frazer,MargaretEnglish. Medieval Church Treasuries, 3-56

G
Greek Bronzes in The Metropolitan Museum of Art.
Joan R. Mertens, 5-64

Greek Bronzes
Geometric, 1000-700 B.C.,6, 15-21
Statuettes, animal, 6, 16-17
Statuettes, human, 8, 15-16, 19
Statuettes, mythological, inside front cover, 7-8, 18-21
Archaic, 700-480 B.C.,7-8, 21-33
Armor, 8, 31-32
Mirrors, 8, 23-34
Statuettes, animal, 29-31
Statuettes, human, front cover, 5, 8, 10, 13, 21-28
Vessels, 8, 33
Classic, 480-323 B.C.,9-10, 34-47
Mirrors, 10, 12, 38-39, 43-45
Statuettes, human, 10-12, 34-38, 46-47
Statuettes, mythological, 40-43
Vessels, 4-5, 13, 39-41
Hellenistic, 323-15 B.C:,11-12, 48-64
Masks, 11, 13, 56-59
Statuettes, animal, 11, 55, 62-63
Statuettes, human, 11-12, 48-51, 54-55, 60-61,
64, inside back cover, back cover
Statuettes, mythological, 52-53

H
Half-length Devotional Portraits. Early Flemish Portraits:
1425-1525, 49-62
Herodotos, The PersianWars. Greek Bronzes in The
Metropolitan Museum of Art, 7-8
Hokusai. A. Hyatt Mayor, 5-48
Hokusai, drawings and prints. Hokusai
Brush drawings, 6-8, 13, 48
Ehon Musashi Abumi (PictureBookof the Stirrupsof the
Braves), 1836, 28
EhonSumidagawaRyoganIchiran(PictureBookof the
Views Along Both Banksof the SumidaRiver),
1801-2, 7, 14
Ehon Walkan no Homare(PictureBookof the Gloryof
Japan and China), 1850, 27-28
Famous Bridges in Various Provinces, ca. 1833-34,
8, 30-31
Hokusai Gashiki, 1819, 7, 12
HundredPoemsTold by the Nurse, ca. 1835-36, 8, 22,
24-25, 33
Large-sheetFlower Series, late 1820s, 8, 10-11
Manga
Vol. III, 1815, 9, 13
Vol. VI, 1817, inside covers, 3, 5, 7, 26-27
Vol. VII, 1817, 9, 15
Vol. VIII, 1818, 22-23
Vol. IX, 1819, 19
Vol. X, 1819, 2, 4, 7, 29
Vol. XII, 1834, 18, 20-21
Single-sheet prints, 7, 23, 32
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Thirty-six Views of Fuji, ca. 1831-33, cover, 8,
33-47
16-17,

I
Independent Portraits. Early Flemish Portraits: 1425-1525,
33-48

M
Mayor, A. Hyatt. Hokusai, 5-48
Medieval Church Treasuries. MargaretEnglish Frazer,
3-56
Principal LiturgicalObjects, 8-19
Antioch chalice, Byzantine,late 5th-early 6th century,
8, 10
Enameled cruet, Limoges, 13th century, 10-11
Enameled dove, Limoges, early 13th century, 11-12
Ewer, Byzantine, 7th-8th century, 10-11
Ivory book cover, German or North Italian, ca. 9th
century, 13, 17
Ivory pyxis, Byzantine,6th century, 11
Silver cruets, Liibeck, 1518, 10-11
Silver gilt book cover, Byzantine,Spanish, 11lth
century, 13, 19
Silver gilt book cover, Spanish, 11th century, 13, 18
Silver gilt monstrance, German or Flemish, late
15th-early 16th century, 11, 13
Silver relief plaques, Byzantine,6th century, 13, 15
Tabernacle, Limoges, first half 13th century, 11-14
Tripartitetabernacle, Italian, 3rd quarter 15th
century, 14
Workshop of MasterJohannes, chalice, paten, straw,
ca. 1235, 9-11
Secondary Liturgical Objects, 20-37
Bronze griffin lamp, Byzantine, 6th century, 2, 28
Bronze lamp and stand, Byzantine, 6th century, 2, 28
Bronze tree lamp, Byzantine, 6th-7th century,
2, 28-29
1
Bronze tower stand, Byzantine, possibly lth-12th
century, 30, 33
Bronze gilt censer lid, Mosan, mid- 12th century, 21, 30
Bronze gilt stand with angels, Mosan, 1150-75 30, 33
Bury Saint Edmund's cross, English, late 12th century,
2, 29-31
Champlev6 enamel on copper censer, French, 13th
century, 21, 30
Champlev6 enamel on copper incense boat, French,
13th century, 21, 30
Copper aspergillum, French, 13th century, 19, 23
Copper candlestick, French, 13th century, 29
Copper gilt altar lamp, Italian, late 14th-early 15th
century, 29, inside back cover
Copper gilt corpus of Christ, German, mid-12th
century, 30, 34
Enameled crozier head, Limoges, late 12th-early 13th
century, 34, 36
Enameled plaques, German, third quarter 12th
century, 26-27
Enamels, from the monastery of Djumati in Georgia,
late llth-early 12th century, 2, 34
Gilt bronze flabellum, German, late 12th century, 20
Ivory corpus of Christ, French, ca. 1230-50, 30-34
Ivory crozier, North Italian, early 14th century, 34, 37
Ivory crozier head, French, late 12th-early 13th
century, 34, 36

Ivory crozier's stem, probably English, first half 12th
century, 34, 37
Ivory holy-water bucket, German, 10th century, 23
Ivory liturgical comb, French or Italian, 12th-13th
century, 23-25
Ivory oliphant, Italian, 12th century, 20-21
Ivory plaque, Carolingian, ca. 860-80, 25-26
Silver censer, German, early 15th century, 21-23, 30
Silver cross, Spanish, first half 12th century, 30, 32
Silver olearium, French, 15th century, 25-26
Silver processional cross, Spanish (Aragon), mid-15th
century, 30, 33
Service Books, 38-43
English psalter, from the Abbey of Fontevrault in
France, ca. 1260, 38-40
Illumination of the Crucifixion, French, ca. 1270,
38-39
Italian manuscript, early 14th century, 38-39, 43,
inside cover
Sozzo, Nicola di ser, Assumptionof the Virgin, Italian,
ca. 1334-36, 38-39, 42
Tura, Cosimo, Assumptionof the Virgin, Italian, 15th
century, 38-39, 41
Reliquaries, 44-55
Arm reliquary, Mosan, 1220-30, 47-49
Copper casket, English, ca. 1200, 50, 52
Devotional diptych, Italian, late 14th century, 51, 55
Gold pendant, English, ca. 1174-76, 50, 52
Ivory and bone casket, Byzantine, 10th century, 51
Reliquary bust of Saint Juliana, Italian, ca. 1476,
48-49
Reliquary, champleve enamel on copper gilt, Northern
Spanish or Southern French, late 11th century,
46, 49
Reliquary cloisonn6 enamel on gold, Byzantine,
probably 9th century, 45-47
Shoe reliquary, French, 14th century, 49
Silver casket, English, ca. 1173-76, 50, 52
Silver gilt monstrance, Italian, late 15th century,
51, 54
Silver gilt monstrance-disk, Italian, last quarter 14th
century, 51, 54
Silver statuette, Saint ChristopherCarryingthe Christ
Child, French, ca. 1400, cover, 49-50
Master of Saint Augustine, A Scenefrom Saint Augustine's
Life (painting). Early Flemish Portraits: 1425-1525, 24
Mertens, Joan R. Greek Bronzes in The Metropolitan
Museum of Art, 5-64

N
Notes on Hokusai's Wood-block Prints. Yasuko Betchaku,
Hokusai, 7-8
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