
EARLY NETHERLANDISH PAINTING part two

The surviving works of Rogier van der Weyden (1399 or 1400 – 1464) consist mainly of religious
triptychs, altarpieces and commissioned single and diptych portraits. He was highly successful and
internationally famous in his lifetime; his paintings were exported – or taken – to Italy and Spain and he
received commissions from, Philip the Good, Netherlandish nobility, and foreign princes. By the latter
half of the 15th century, he had eclipsed Jan van Eyke in popularity. However, largely due to changing
taste, he was almost totally forgotten by the mid-18th century. Today he is
known, with Robert Campin and van Eyck, as the third (by birth date) of
the three great Early Flemish artists (or "Flemish Primitives"), and widely
as the most influential Northern painter of the 15th century. The sculptural
style of Robert Campin, as exemplified by this painting of The Crucified
Thief (c. 1420–40), so influenced van der Weyden that at one stage art
historians thought they might have been the same person.

The few facts that we know of van der Weyden's life come from fragment-
ary civic records. Yet the attribution of paintings now associated to him is
widely accepted, partly on the basis of circumstantial evidence, but prim-
arily on the stylistic evidence of a number of paintings by an innovative
master.

Van der Weyden worked from life models, and his observations were
closely observed. Yet he often idealised certain elements of his models'
facial features, who were typically statuesque, especially in his triptychs. All
of his forms are rendered with rich, warm colourisation and a sympathetic
expression, while he is known for his expressive pathos and naturalism. His
portraits tend to be half length and half profile, as in this Woman with a
Winged Bonnet, c. 1440, and he is as sympathetic here as in his religious
triptychs. Van der Weyden used an unusually broad range of colours and
varied tones; in his finest work the same tone is not repeated in any other
area of the canvas, so even the whites are varied.

The Descent from the Cross (or
Deposition of Christ) is a panel painting
of c. 1435, now in the Museo del Prado,
Madrid. Painted early in his career, shortly
after he completed his apprenticeship with
Robert Campin, it shows the older paint-
er's influence, most notable in the hard
sculpted surfaces, realistic facial features
and vivid primary colours, mostly reds,
whites and blues. The work was a self-
conscious attempt by van der Weyden to
create a masterpiece that would establish
an international reputation. Van der
Weyden positioned Christ's lifeless body,
as it is lowered from the cross, supported
by Joseph of Arimathea and Nicodemus,
in the T-shape of a crossbow to reflect the
commission from the Leuven guild of archers for their chapel. It has been called ''the most important
painting of the whole period of the entire 15th century."



The figures in the painting have been identified as (from left to right): Mary Cleophas  (half-sister to the
Virgin Mary); John the Evangelist, Mary Salome (in green, another half-sister of the Virgin Mary), The
Virgin Mary (swooning), the corpse of Jesus, Nicodemus (in red), a young man on the ladder – either a
servant of Nicodemus or of Joseph of Arimathea, Joseph of Arimathea (in field-of-cloth-of-gold robes,
the most sumptuous costume in the painting), the bearded man behind Joseph holding a jar and
probably another servant and Mary Magdalene who adopts a dramatic pose on the right of the painting.

Art historians have commented that this work was arguably
the most influential Netherlandish painting of Christ's
crucifixion, and that it was much copied and adapted on a
large scale in the two centuries after its completion. The
emotional impact of the weeping mourners grieving over
Christ's body, and the subtle depiction of space have
generated extensive critical comments, Erwin Panofsky
observed: "It may be said that the painted tear, a shining
pearl born of the strongest emotion, epitomizes that which
Italian most admired in Early Flemish painting: pictorial
brilliance and sentiment".

The work is unique in the period because of Mary's
swoon; echoing the pose of her son as she collap-
ses; a pose which was entirely new for Early Nether-
landish art. The shape of the crossbow can be seen
in the bent and tortured outline and curve of Christ's
body and arched back, reflecting the patronage of the
Greater Guild of Crossbowmen. It is said that in
medieval theology, a common metaphor compared
the form of Christ on the cross to a taut crossbow:
"[this] bow consists of a piece of wood or horn and a
string, which represents our Saviour. The string can
represent his most holy body, which was miracu-
lously strained and stretched in the suffering of his
Passion." 

The fourteenth-century poet, Heinrich von Neustadt, wrote: "He was laid out on the cross:/There were
his pure limbs/and his arms drawn/Like the string of a bow." In Rogier's Deposition, Christ's removal
from the cross is pictured as the relaxation of a bow that has released its arrow.



Dirk de Vos suggests that van der Weyden, by setting the subject in a
shallow box-like space,  wished to evoke a life sized, carved relief filled
with polychrome figures, and thus elevate his painting to the level of
grand scale sculpture. The work's corners are filled with carved gilded
tracery, with the presentation of living figures on a stage intended as a
tableau vivant, created through the sense of condensed movement
within a single instant. Christ's body is shown as if held out for the
concentrated gaze of the viewer. Mary faints and is supported by St
John who rushes to her assistance. De Vos writes: "Time seems to
have solidified into a composition. And what a composition. Interplay of
undulating lines, swaying poses and counterposes of figures have
rightly been compared to technique of counterpoint in polyphonic
music."

De Vos also analyses the spatial complexity of the painting. The action takes place
in a space barely a shoulder-width deep, yet there are no fewer than five levels of
depth within the painting: the Virgin Mary at the front, the body of Christ, the
bearded figure of Joseph of Arimathea, the cross and the assistant on his ladder.
At the "back" of the painting, the assistant breaks the spatial illusion, by allowing
one of the two nails he holds to protrude in front of the painted niche. It is also
argued that the key to the work is not naturalism in the detail of the painting, but
rather the use of distortion to induce a sense of unease in the viewer. By including
completely irrational details and by distorting otherwise extremely faithful images of
reality, the artist shocks us into reconsidering our attitudes to his subjects. 

An example of the play with the
illusion of space in the painting
can be seen in the young man
behind the cross at the top of the
ladder: while holding the nails
withdrawn from Christ's body he
appears to have caught his
sleeve in the wooden tracery
depicted at the top of the paint-
ing. The head of one of the

bloody nails that he holds is in front of the fictional
wooden picture frame, though the point of the other
nail is behind the tracery. In order to prevent these
spatial distortion from becoming too obvious, Rogier took pains to conceal the principal pictorial
junctions in the picture. For example, the ladder is in an impossible perspective: its top is behind the
cross while its foot appears to be in front of the cross. To conceal the points at which the Cross and the
ladder meet the landscape, Rogier has greatly lengthened the Virgin's left leg, so that her left foot and
mantle cover the base of the Cross and one upright of the ladder.

The Hospices de Beaune is a former charitable alms-
house in Beaune, France. It was founded in 1443 by
Nicolas Rolin, chancellor of Burgundy, as a hospital for the
poor. The original hospital building, the Hôtel-Dieu, now a
museum, is one of the finest examples of fifteenth-century
Burgundian architecture. The facade is today regarded as
a superior example of Northern Renaissance civic
architecture, with, beautiful polychrome roof tiles; and a
treasure trove of panel painting, given its numerous
portraits of Rolin, his wife and members of his extended
family (cf. Notes: Early Netherlandish Painting part one,
Jan van Eyke's Madonna of Chancellor  Rolin).

Attached to the Room of the Poor the large, 50 metre long,
ward where the patients slept is the Chapel, whose location

was chosen to allow the bedridden to attend Mass from their beds. The chapel was the original location
of the van der Weyden's polyptych altarpiece, now housed in the museum.



The Beaune Altarpiece (or The Last Judgement) 1445–1450 (220 cm × 548 cm) consists of fifteen
paintings across nine panels, of which six are painted on both sides. Unusually for the period, it retains
some of its original frames. When the shutters are opened, the viewer is exposed to the expansive Last
Judgement, documenting the possible spiritual fates of the viewers: that they might reach Heaven and
salvation or Hell and damnation: stark alternatives appropriate for a hospice.

The central panel depicts Christ in Majesty presiding over the judgement
of mankind. Virgin Mary, John the Baptist, the twelve Apostles and an
assortment of dignitaries are positioned in a Deësis, at either side of
Michael. Christ sits in judgement in the upper centre panel. He holds a lily
in his right hand and a sword in his left, and sits on a rainbow extending
across two panels, his feet resting on a sphere. His right hand is raised in
the act of benediction, and his left hand is lowered. These positions
indicate the act of judgement; he is deciding if souls are to be sent to
Heaven or Hell, his gestures echoing the direction and positioning of the
scales held by the Archangel Michael beneath him. His palms are open,
revealing the wounds sustained when they were nailed to the cross, while
his cope gapes in places making visible the injury caused by the lance,
from which pours deep-red blood.

There are instances of figures painted across two adjoining panels,
whereas Christ and St Michael are enclosed within the single central
panel, giving emphasis to the iconography. The lower register presents
Earth and contains the gates to Heaven and Hell. The imposing figure of
Christ indicates the "reign of heaven is about to begin. The distinction
between the earthly and heavenly realms creates a sense of order, and
Christ "exudes calm and control", and a sense of balance and movement
throughout the panels. 

St Michael, standing in the earthly realm, below the golden heavenly aura, weighs the souls of the
departed in his scales. The dead rise from their graves around Michael's feet; some emerge to walk
towards Heaven, others towards Hell. They are on a dramatically reduced scale compared to the saints.
Lorne Campbell notes that the panels indicate a deeply pessimistic view of humanity, with the damned
far outnumbering the saved. The righteous leave on Christ's right-hand and are seen in the far left
panel, welcomed through the gate of Heaven by the Angel Gabriel. The celestial sphere, towards which
the saved move, is dramatically presented with a "radiant gold background, spanning almost the entire
width of the altarpiece". Those found wanting, weighing down the scale, depart to Christ's left in an
agony of torment to be disappear into Hell. A graphic lesson to the sick patients leaving them in no
doubt about the consequences of their choices in life.

The background landscape and arrangements of figures extend across individual panels of the lower
register to the extent that the separations between panels are ignored.



To either side of Christ is a pair of angels bearing symbols of Christ's
passion. Those on the left carry a cross, the instrument of his death, while
those on the right present the pillar on which he was scourged.

The souls undergo a gradual transformation as they move from panel to
panel. Those rising from their graves at Michael's feet show little expression,
but become more animated as they move to either side; horror and
desperation become especially visible on the faces of the damned as they
move towards Hell.

On the left, the saved have, according to Jacobs, "the
same beatific expressions", but their postures gradually
change from facing Christ and Michael to looking
towards Heaven's gate, most notably with the couple
below Mary where the man turns the woman's gaze
away from Michael, and towards Heaven. This contrasts
with another couple on the opposite panel who face
Hell; the woman is hunched over as the man raises his hand in vain to beseech
God for mercy.

The way to Heaven is shown clearly as a gilded
church – the saved ascend a set of steps, turn right,
and disappear from sight. It is fully enclosed in a
single panel, whereas Hell extends onto the adjoin-
ing panel, perhaps hinting that sin contaminates all
around it.

Van der Weyden depicts Hell as a gloomy, crowded
place of both close and distant fires, and steep rock
faces. The damned tumble helplessly into it,
screaming and crying. The sinners enter Hell with
heads mostly bowed, dragging each other along as

they go. Traditionally, a Last Judgement painting would depict the
damned tormented by malevolent spirits; yet here the souls are left
alone, the only evidence of their torment in their expressions.

The hell-scape is painted so as to instil
terror, but without devils. Erwin Panofsky
was the first to mention this absence, and
proposed that van der Weyden had opted to
convey torment in an inward manner, rather
than through elaborate descriptions of
devils and fiends. He wrote, "The fate of
each human being... inevitably follows from
his own past, and the absence of any
outside instigator of evil makes us realize
that the chief torture of the Damned is not
so much physical pain as a perpetual and
intolerably sharpened consciousness of
their state". According to Bernhard Ridder-

bos, van der Weyden accentuated the theme by
"restricting the number of the dead and treating them
almost as individuals. As the damned approach the
abyss of hell they become more and more compressed."

The presentation of the resurrected dead across the five
lower panels is reminiscent of a Gothic tympanum, spec-
ifically that at Autun Cathedral, with which Rolin would
have been familiar and which may have influenced his
commissioning of a Last Judgement for the hospice.



When the outer wings (or shutters) are
folded, the polyptych resembles the upper
portion of a cross. The exterior paintings
(across two upper and four lower panels) are
visible. The exterior panels serve as a
funerary monument for the donors. Art hist-
orian Lynn Jacobs believes that the "dual
function of the work accounts for the choice
of the theme of the Last Judgement on its
interior".

The top panels depict an Annunciation, pain-
ted in grisailles to imitate sculpture. Beneath
them are Saint Sebastian (shot with arrows),
the saint of plagues and an intercessory
against epidemics; and Saint Anthony the
patron saint of skin diseases and ergotism,
then known as St Anthony's Fire (also in
grisailles). The imagery of the outer panels

is set in the earthly realm with the donors (Rolin and his wife) and the saints. Hence, the complete work
clearly distinguishes between figures of the divine, earthly and hellish realms.

Van der Weyden was preoccupied by commissioned portraiture towards the end of his life and was
highly regarded by later generations of painters for his penetrating evocations of character. In this work,
the woman's humility and reserved demeanour are conveyed through her fragile physique, lowered
eyes and tightly grasped fingers. She is slender and depicted according to the Gothic ideal of elongated
features, indicated by her narrow shoulders, tightly pinned hair, high forehead and the elaborate frame
set by the headdress.

The composition of Portrait of a Lady (or Portrait of a Woman), paint-
ed about 1460, is built from the geometric shapes that form the lines of
the woman's veil, neckline, face, and arms, and by the fall of the light
that illuminates her face and headdress. The vivid contrasts of darkness
and light enhance the almost unnatural beauty and Gothic elegance of
the model.

The woman's left ear is set, according to art historian Norbert Schneider,
unnaturally high and far back, parallel to her eyes rather than to her
nose; this position is probably an artistic device used to continue the
flow of the diagonal line of the veil's inner-right wing. In the 15th century,
veils were normally worn for modesty, to hide the sensuality of the flesh.
In this work the veil has the opposite effect; the woman's face is framed
by the headdress to draw attention to her beauty.

The woman's hands are crossed tightly as if in prayer, and
positioned so low in the painting as to appear to be resting on
the frame. They are rendered as tightly compressed into a
small area of the picture; it is likely van der Weyden did not
want them to result in an area of high tone that might distract
from the description of her head. Her slender fingers are minut-
ely detailed; van der Weyden often indicated the social position
of his models through his rendering of their face and hands.
The sleeve of her dress extends beyond her wrists. Her fingers
are folded in layers; their intricate portrayal is the most detailed
element in the painting, and echoes the pyramidal form of the
upper portion of the painting.

In describing the piety of her expression Erwin Panofsky wrote: "Rogier concentrated on certain salient
features—salient both from a physiognomical and psychological point of view—which he expressed
primarily by lines." Her high forehead and full mouth have been seen as suggestive of a nature at once
intellectual, ascetic, and passionate, symbolic of "an unresolved conflict in her personality".

https://en.wikipedia.org/wiki/Veil


Hugo van der Goes (c. 1430/1440 – 1482) was an important painter of altarpieces, portraits and one of
the most significant and original Flemish painters of the late 15th century. He introduced important
innovations in painting through his monumental style, use of a specific colour range and individualistic
manner of portraiture. The presence of his masterpiece, the Portinari Triptych in Florence from 1483
onwards played a role in the development of realism and the use of colour inItalian Renaissance art. 

The Adoration of the Kings (c. 1470),
one of van der Goes's earliest large
works, was the central panel to a large
triptych. Old copies show that the wings
depicted the birth and circumcision of
Christ. The work's altered state can be
seen from the loss of the wings, and the
fact that the central panel has been cut
down: it used to have a raised rectang-
ular section in the centre. 

Mary is sitting, in front of a palace-like
building with the child on her lap. Joseph
is kneeling beside her, greeting the kings
from the East. These representatives of
the three realms of the world have
gathered reverently with their gifts to pay tribute to the new ruler of the world. The figures in the picture
are true to life to an extent that goes far beyond anything achieved in Netherlandish art until that time.
The theme of the Adoration has seldom been so movingly recreated. The rendering of the costly fabrics
and objects, the richness of the colours and the immediacy of the event give this part of the mystery of
salvation a closeness to the present that its contemporary viewers must have perceived as a sign of the
living significance of the events portrayed.

As usual in early Netherlandish art, the ground in the
lower part is painted in wide angle perspective.
Symbolic details scattered in the picture include an iris
flower at left and a small still life with a bowl, a pot, a
wooden spoon and a piece of bread in a wall niche. At
left is a landscape with the Magi procession, with
several buildings and lake where grooms and horses
are resting. Another portion of landscape is in the middle part, with two shepherds
pointing at something, an aged woman and a child: the latter characters could be a
reference to Saint Elizabeth and the young Saint John the Baptist visiting Jesus.

In what remains of the upper section are two pink and yellow drapes. This is a
fragment of what remains of the angels flying towards the comet, and are now lost; a

similar theme appears in Jan Gossaert's Adoration of the Magi.



Van der Goes's most famous surviving work is the Portinari Altarpiece o r Portinari Triptych (c.
1475), an oil on wood painting, measuring 253 x 304 cm, representing the Adoration of the Shepherds.
Commissioned for the church of San Egidio in the hospital of Santa Maria Nuova in Florence by
Tommaso Portinari, the manager of the Bruges branch of the Medici Bank, it is now in the Uffizi.

The central panel depicts one of the central
Christian myths concerning the birth of the
Christian saviour god: the nativity of Jesus, the
adoration of the shepherds and the annunciation
to the shepherds (in the far right background).
Many interpretations of the iconography of the
altarpiece have been proposed. 

The three shepherds fall to their knees before the
child Jesus. Van der Goes painted these rustic
characters very realistically. Kneeling angels surr-
ound the Virgin and the Child, who is not in a crib
but lies on the ground surrounded by an aureole
of golden rays. This unusual representation of the
adoration of Jesus is probably based on one of
the visions of Saint Bridget of Sweden. 

In the background, van der Goes painted scenes
related to the main subject: on the left panel, Joseph and Mary on the road to Bethlehem; on the central
panel (to the right), the shepherds visited by the angel; on the right panel, the Magi on the road to
Bethlehem.

The composition emphasizes the devotion to the Eucharist, or
Holy Communion, and the passion of Christ. The Eucharist is
represented through the angels wearing liturgical vestments
and the visual analogy of the sheaf of wheat with the body of
Christ. The Passion is represented in the somber expressions
of the figures and in the prominently placed flower still life in
the foreground, which includes flowers such as a scarlet lily,
white and purple irises and carnations. One of the containers
in which the flowers are placed is of the albarello type.
Albarelli were used as medicinal jars designed to hold
apothecaries' ointments and dry drugs and thus reference in
the picture the hospital setting (i.e. the hospital of Santa Maria
Nuova) in which the altarpiece was to be displayed. Some of
the flowers in the flower still life were in the Renaissance also
used for medicinal purposes and thus also reference the
hospital setting. These references to medicinal powers also

allude to the miraculous birth of Jesus, which, according to Christian literature, happened without the
usual birth pains. The birth of Jesus itself is also supposed to have healing powers by delivering
mankind from the so-called original sin, the Christian doctrine of humanity's state of sin, which resulted
from the fall of man.

The side panels depict the male (left wing) and female (right wing)
members of the Portinari donor family who commissioned and donated
the altarpiece. The right wing also includes a scene of the annunciation
to the Magi and the left wing a scene of the journey of Mary and
Joseph to Bethlehem. In 1483 it was installed in the Portinari family
chapel where it was deeply admired and emulated by the Italian artists
who saw it: the raw features of the shepherds making a deep impress-
ion on painters such as Domenico Ghirlandaio. However, the natural-
istic depiction of the shepherds is already present in Andrea
Mantegna's Adoration of the Shepherds which dates from around
1450.



The largest Netherlandish work that could be seen in Florence, it was greatly praised. In his Lives of the
Artists of 1550 Giorgio Vasari referred to it as by "Ugo d'Anversa" ("Hugo of Antwerp"). This is the sole
documentation for its authorship by Hugo van der Goes. All other works are attributed to van der Goes
based on stylistic comparison with the altarpiece.

The Vienna Diptych or the Fall and Redemp-
tion of Man (after 1479) depicts the Temptation
of Adam and Eve on the left panel and the Lam-
entation of Christ on the right panel. It is the only
recorded instance of these two subjects being
paired; this and stylistic differences has led some
authorities to the theory that they were painted at
different times and only later put together; and for
a period they were separated. However, con-
nections can be made: the land-scape horizons
are a near match, and, more convincingly, the
serpent directs her (and the viewers) gaze at
Eve, from where the heads of Adam and Eve are
on a diagonal through the horizon line with the
head of Christ. Eve appears to look out of
paradise at the face of Christ, linking her with the Virgin as she stoops over her son.

In paradise the light floods the landscape with a perpetual blue summer sky before the Fall. By contrast
a dark overcast sky casts the scene of the lamentation over the body of the dead Christ in a dull and
gloomy light. This has led to the supposition that the two panels were painted at different points in time.
The title by which the pair of paintings is known, The Fall and Redemption of Man, is somewhat
misleading as the depicted scenes are preludes to the turning points in the destiny of the world which
they are about to bring about.

The figure of Eve dominates the centre of the left wing. Wide-eyed and silken-haired, she is depicted
extending her arm into an apple tree in a gesture that both flaunts her lithe body and foreshadows the
story of man’s first disobedience. 

The tempting Serpent, whose feminine curves echo those of Eve, is depicted as a bipedal salamander-
like creature because it was assumed that the serpent could walk before God's curse compelled it to
crawl and eat dust. The Serpent with the soft facial features of a young woman, the body of a sala-
mander and feet of an aquatic bird, was occasionally found in Netherlandish (book) paintings and
introduced into art in the late 13th century, but was generally abandoned by later artists.

The genitals of the pair are hidden, forecasting the loss of innocence which the temptation is about to
bring about, Adam's by his hand and a blue iris flower, commonly used to symbolize the Virgin’s pain,
has been positioned in front of Eve’s. Pointing towards the right wing and rhyming with the blue of
Mary’s mantle, it links Eve’s sex with the Virgin’s suffering. 

On the right wing, a praying Virgin encroaches over the dead body of Christ. Positioned at the apex of a
mass of teetering figures, her downward movement counterbalances the upward stretch of Eve’s
inquiring arm.

Hugo van der Goes is regarded as one of the most significant
portrait artists of 15th-century Europe. At that time portraiture was
gaining in prestige in art because of the renewed importance atta-
ched to the individual fostered by the rise of humanism. 

Hugo van der Goes produced some of the most celebrated altar-
pieces of the Northern Renaissance. The heightened realism of this
Portrait of a Man (c. 1475), especially the beard stubble, is a hall-
mark of his work. By setting the man’s head against a dark interior,
next to a bright window, the accentuated contrast of light and
shadow enhances the modelling of the facial features. The portrait
was later cut into an oval shape from a rectangular panel, which
probably originally formed part of a devotional triptych. The sitter,
with his hands joined in eternal prayer, directs his gaze toward the
missing religious image. Van der Goes used chiaroscuro effects to
further accentuate the modelling of the facial features, which appear



to be made of stone. The stark realism of Hugo van der Goes's approach, with its meticulous rendering
of the dark tones in the man's face, the stubble on his chin and his rough hands joined in prayer,
creates the impression that the sitter of the portrait was gripped by a strong feeling of devotion.

No independent portraits by Hugo van der Goes have survived. His
achievements in this genre are only known by the donor portraits included
in his devotional diptychs and Triptychs. The Portrait of a Man at Prayer
with Saint John the Baptist  (c. 1480) is a fragment of an altarpieces.

Hugo van der Goes left a large number
of drawings. This, slightly comical,
drawing of Saint George and the
Dragon (c.1470-72) demonstrates his
mastery of outline. The dragon looks out
at the spectator as if imploring com-
passion from the audience. These draw-
ings, or the paintings themselves, were
used by followers to produce large
numbers of copies of compositions from
his own hand that are now lost. After van
der Goes's death, the book illustrator Alexander Bening, who was
married to a niece of van der Goes, likely came into the possession of
his drawings and patterns. 

These drawings appeared  later  in an illustrated
book of hours created by the Ghent-Bruges
school of illuminators. 

A drawing of Jacob and Rachel (c. 1470-75)
preserved at the Christ Church Picture Gallery,
Oxford is thought to be a rare surviving auto-
graph drawing by van der Goes. It was possibly
a preliminary study for a stained glass window.

Hans Memling (c. 1430 – 1494) was a German painter who moved to Flanders and worked in the
tradition of Early Netherlandish painting. He had moved to the Netherlands by 1465 and spent time in
the Brussels workshop of Rogier van der Weyden. He was subsequently made a citizen of Bruges,
where he became one of the leading artists, painting religious works that often incorporated portraits of
his wealthy patrons, who included wealthy burghers (bankers, merchants, and politicians), clergymen,
and aristocrats. His oil painting is characterised by his brilliant colours, graceful figures and the
convincing representation of texture.

Memling's portraits built upon the styles that he learned in his youth. He became very successful, and in
1480 was listed among the wealthiest citizens in a city tax list. His work was rediscovered, and became
very popular, in the 19th century.

The triptych of the Last judgement (1466-
73) shows. in the central panel, Jesus
sitting in judgment on the world, while
Saint Michael the Archangel is weighing
souls and driving the damned towards Hell
in the right-hand panel (the sinner in St.
Michael's right-hand scale pan is a donor
portrait of Tommaso Portinari; the left
hand panel shows the saved being guided
into heaven by Saint Peter and the angels;
while on the right, the left-hand of Christ,
the damned and neglected tumble into
Hell.



The similarities between the altarpiece and the Beaune Altarpiece by van der Weyden's is striking, and
indicates that Memling would have known the work of his master, either the original or a workshop
copy. 

In Memling's work the Deësis and Christ's placement, above St Michael with his scales, are almost
identical to the Beaune Altarpiece.  Despite the marked similarities, the crowded scenes in Memling's
Last Judgement contrast sharply with, in the words of one critic, "the hushed serenity of Rogier's comp-
osition", and in a mirror image of van der Weyden's altarpiece, Memling shows the saved outweighing
the damned in St Michael's scales.

On the central panel, seated on a rainbow and draped in a
red cape, Jesus Christ stares directly at the viewer. His
feet - crucifixion wounds on display - rest on a golden orb.
Out of his right side grows a flower (a lily) while a red-hot
sword points inward at his left. Behind him is a golden light
that appears to emanate outward from his body. Kneeling
on the same stormy clouds that surround Heaven are the
twelve apostles. With Mary, who looks to her son at the
end of one line, and John the Baptist, who looks to the
audience at the end of the other. Above them all, in the
upper corners of the panel, are four angels holding the
Instruments of Passion (which Jesus utilized to overcome
Satan): a column, representing where Jesus was flagell-
ated, the cross where he was crucified, his crown of
thorns, and the Holy Lance driven into his side.

Below this float three angels blowing the horns of the
apocalypse point, one at the saved, one at the dammed
and one at Saint Michael, dressed in armour in the centre
of the battle between good and evil; in contrast to Rogier's
Saint Michael, who is dressed as a priest. His figure, and

the rainbow upon which Jesus
rests, separates the realms of
Heaven and Hell in the location of the Last Judgment, the valley of Josaphat.
On his right, there extends far into the background green grasslands, where
people are rising from their graves, angels are fighting with demons over
individual souls, and the line into paradise begins. On his left on the dead,
brown land crowds of people are being driven backward by
the dark, smoky bodies of demons. Using his crosier, the
Saint jabs any person tipping towards evil and expels them
to Hell.

Traditionally and in folk law the left has negative connotations associated with evil,
witchcraft, ill luck and incorrect behaviour. The word sinister derives from the heraldic
term relating to the left of a coat of arms. The Saint indicates with his extended left
foot the direction in which the rejected souls should go.

In the left Panel (on the right hand of Christ) Saint Peter helps the naked, white
bodies of the saved onto the silvery, almost crystal stairs that snake up to the
entrance of paradise. Immediately in front of the gate, a group of angels clothe the
people in deep-hued dresses similar to their own. The gate itself, surrounded by a
stormy wreath of clouds, is in a Gothic architectural style and is adorned with reliefs of
Saints and with balconies carved into the passage on which angels in bright clothes
and with bright wings play a litany of instruments. The Pope and other high-ranking
Church officials lead the procession into paradise; along with Memling's patrons.



The right-hand panel depicts the realities of Hell as imagined by Memling.
Grotesque, animalistic bodies with tails, taloned feet, and dog-like faces torture the
souls damned to this realm. Their black bodies represent a hybrid between human
and creature, juxtaposed upon the writhing, white bodies of the humans sent to
Hell. Fires lick upwards in the backdrop of this panel, with flying demons carrying
loads of souls into their reaches, almost like they were kindling. Every face of the
damned displays an acute sense of suffering, and most gaze away (potentially in
shame) or keep their eyes closed. Notice the disjointed amount of people on the
two side panels; far more people were sent to Hell than granted passage into
Paradise. 

Above this scene of torture floats the final angel of the trio in the central panel,
blowing the last trumpet of the apocalypse.

T h e Annunciation was completed 1482.
According to art historian Maryan Ainsworth,
the work is a "startlingly original image, rich
in connotations for the viewer or worshiper".
In Early Netherlandish art the Annunciation
is typically set in contemporary domestic
interiors, a motif and tradition established by
Robert Campin, and followed by Jan van
Eyck and Rogier van der Weyden. Neither
Campin nor van Eyck went so far as to set

the scene in a typical upper-merchant-class 15th-century Flemish
bedchamber. In this popular theme in late medieval European art,
Mary acts as Theotokos, the God-bearer as affirmed in 431 at the
council of Ephesus; two decades later the Council of Chalcedon
affirmed the doctrine of Incarnation – that Christ was of two
natures (God and Man) – and her perpetual virginity was affirmed
at the Lateran Council of 631. 

The Virgin holds an innovative and unusual position. She seems to be either rising or swooning as if
having lost her balance, a divergence from her conventional seated or kneeling pose: "one may search
in vain in other Netherlandish Annunciation panels of the fifteenth century of a Virgin positioned as she
is here". Art historian Penny Jolly suggests the painting shows a birthing position, the Virgin's collapse
resulting in a childbirth-like posture. The dove of the Holy Spirit hovers inside a rainbow-hued circle of
light directly above the Virgin's head. Its placement and size is unusual for art of the period.

A curtain sack, commonly found on beds of the period, hangs in the central axis between Gabriel and
the attendant angel. A sideboard beside the bed contains two types of candles and a flask of water
standing in bright light falling from the window to the left. The floor is multi-coloured tile-work, and the
ceiling rafters are truncated in the mid-ground, at the end of the bed, with the floor extending into the
foreground, "like an open stage for the holy figures".

The vase of lilies and the items on the sideboard are objects 15th-century viewers would have
associated with her. White lilies were often used to signify her purity, while irises or sword lilies were
used as metaphors for her suffering. Memling emphasizes symbols associated with her womb and
virginity, and "introduces two additional angelic priests, and floods the room with natural light, thereby
rearranging the anecdotal to emphasize the doctrinal meaning." Art historian Charles Sterling describes
the work as "one of the finest examples of Memling's ability to take a pictorial convention inherited from
his predecessors and infuse it with a heightened sense of emotion and narrative complexity."

From the 9th century Light became associated with Mary and the Incarnation. From the 12th century a
common way to convey the conception was to compare light passing through glass to the passage of
the Holy Spirit through the body of the Virgin. Saint Bernard likened it to sunshine explaining: "Just as
the brilliance of the sun fills and penetrates a glass window without damaging it, and pierces its solid
form with imperceptible subtlety, neither hurting when entering nor destroying when emerging; thus the
word of God, the splendour of the Father, entered the virgin chamber and then came forth from the
closed womb."



Three objects on the bedside cabinet represent the Virgin's purity:
the water flask, the candleholder, and the rope-wick light. The light
passing through the glass of the womb-shaped flask symbolizes her
flesh, pierced by divine light, its clear and undisturbed water
represents her purity at the moment of conception, a device found
also in the earlier paintings as a metaphor of the Virgin's sanctity.
The flask shows a reflection of the window's crossbar as a cross, a
symbol of the Crucifixion, another small detail in which Memling
"lays one translucent symbolic form upon another".

Light represented by candles was then often used to symbolise the
Virgin and Christ; both Campin and van Eyck placed hearths or
candles in their annunciation scenes. The candleholder without a

candle and the rope-wick without flame symbolize the world before Christ's Nativity and the presence of
his divine light.

The challenge for painters of the Annunciation was how to visually represent the Incarnation, the Word
made flesh, or Logos. They often showed rays of light emanating from Gabriel or a nearby window
entering Mary's body to depict the concept of Christ "who inhabited and passed through her body". The
light rays might sometimes include an inscription, and were sometimes shown entering her ear, in the
belief that it was thus the Word became flesh.

Memling did not depict the light as distinct rays, yet the room is bright, filled with sunlight.  By the mid-
15th century the Virgin is found depicted in a room or chamber near an open window to permit the
passage of light. Memling's room, with its window through which light streams, is a most "decorous sign
of Mary's chastity", according to Art historian Shirley Blum.There are no word scrolls or banderoles to
indicate the Virgin's acceptance, yet her consent is obvious through her pose, which seems, according
to Sterling, both submissive and active.

Memling's portraits, in particular, were popular in Italy, and influenced the
work of numerous late-15th-century Italian painters, such as Raphael. His
distinctive contribution to portraiture was his use of landscape back-
grounds, characterized by "a balanced counterpoint between top and
bottom, foreground and background: the head offset by the neutral
expanse of sky, and the neutral area of the shoulders enlivened by the
landscape detail beyond", as in the late portrait of the donor in the
Benedetto Portinari Triptych of 1487.

Portrait of Maria Portinari is a small c.
1470–72 painting in tempera and oil on an
oak panel. It portrays Maria Maddalena
Baroncelli, about whom very little is
known. She is about 14 years old, and de-
picted shortly before her wedding to the
Italian banker Tommaso Portinari. Maria is dressed in the height of late
fifteenth century fashion, with a long black hennin with a transparent veil
and an elaborate jewel-studded necklace. Her headdress is similar and
necklace identical to those in her depiction in Hugo van der Goes's later
Portinari Altarpiece (c. 1475), a painting that may have been partly
based on Memling's portrait. It is supposed to have formed the right-
hand panel of a domestic triptych, with her husband on the left and a half
length Virgin and Child in the centre panel.

The Earthly Vanity and Divine Salvation consists of six isolated panels which had originally been
arranged recto-verso as pairs and sawn apart at some point before 1890, and still raises more
questions among art historians than almost any other work of its, or any other century. As it exists now,
it consists of a narrative sequence (Vanity or Luxuria is followed by Death, which is followed either by
Hell or by the Redemption through Jesus; this is framed by a general Memento Mori and a  Coat of
Arms). 

The iconographic program of is complex, although not impenetrably so, hence the title given to the



work. The purposes of Death, Hell, Memento mori, and the coat of arms, are quite clear, although their
position is not. Vanity (which may also represent Luxuria) and Death share aesthetic and thematic
parallels, not least in the very prominent genital area. 

Death. Surrounded by broken bones
and with a tear in the stomach. The text
says: "This is the end of Man; I am like
mud [or clay] and I return to dust and
ashes".

Vanity, o r Luxuria. She stands in a
Netherlandish landscape, admiring
herself in a mirror. The dogs may rep-
resent fidelity, or can have negative
connotations such as lust. The two grey-
hounds seem 'human' in their psycho-
logical relationship – the white one is
sprawling nonchalantly displaying its
genitals. 
 
Hell. The Devil has a blue, fanged face
on his stomach. The damned falling into
the jaws of Hell, depicted as a dog's
head, form with the flames the image of
an animalistic face. The text says:
"There is no redemption in Hell".

Coat of arms. The text says: "No good
without effort" or "No pain, no gain".

Christ in Majesty/Salvator Mundi The Saviour is reminiscent of the image of God in the Ghent
Altarpiece.

Memento mori. The text says: "For I know that my redeemer liveth, and that he shall stand at the latter
day upon the earth. And though after my skin worms destroy this body, yet in my flesh shall I see God",
Book of Job 19, 25-26. 

T h e Virgin with Child between Saint
James and Saint Dominic (1488–1490)
features a so-called “Memling carpet”. The
"hooked" motif defines a "Memling carpet"
A
A

Konya 18th century carpet with Memling gul
design.

Carpets of Middle-Eastern origin,either from
Anatolia, Persia, Armenia, Azerbaijan, the
Levant, the Mamluk state of Egypt or

Northern Africa, were used as decorative features in Western European paintings from the 14th century
onwards. More depictions of Oriental carpets in Renaissance painting survive than actual carpets
contemporary with these paintings. Few Middle-Eastern carpets produced before the 17th century
remain, though the number of these known has increased in recent decades. Therefore, comparative
art-historical research has from its onset in the late 19th century relied on carpets represented in
datable European paintings.



Gerard David (c. 1460 – 1523) was a painter and manuscript
illuminator known for his brilliant use of colour. Only a bare
outline of his life survives, although some facts are known. He
was very successful in his lifetime and probably ran two work-
shops, in Antwerp and Bruges. This self portrait appears in the
top left of his Virgin Among the Virgins of 1509.

David's surviving work mainly consists of religious scenes. They
are characterised by an atmospheric, timeless, and almost
dream like serenity, achieved through soft, warm and subtle
colourisation, and masterful handling of light and shadow. He is
innovative in his recasting of traditional themes and in his
approach to landscape, which was then only an emerging
genre in northern European painting. His ability with landscape
can be seen in the detailed foliage of his Triptych of the
Baptism and the forest scene in the New York Nativity.

Although many of the art historians of the early 20th century, including Erwin Panofsky and Max Jakob
Friedländer saw him as a painter who did little but distill the style of others and painted in an archaic
and unimaginative style. However today most view him as a master colourist, and a painter who
according to the Metropolitan Museum of Art, worked in a "progressive, even enterprising, mode,
casting off his late medieval heritage and proceeding with a certain purity of vision in an age of
transition."

 The Lamentation of Christ (1515 to 1523) is a wing
of a now dismantled and lost altarpiece, portraying the
body of Christ wrapped in his shroud and being
anointed, with Mary Magdalene at his feet, as the
Virgin Mary holds him in her arms, weeping for his
death, watched over by Saint John. Four other griev-
ing figures are present; they may be Saint Anne, the
mother of the Virgin, and women who followed Christ.

This painting and his Adoration of the Kings, also in
the National Gallery, London, were two wings from a
single altarpiece. The theme of the Lamentation of
Christ was common in medieval and Renaissance art,
although this treatment, dating back to a subject
known as the Anointing of Christ, is unusual for the
period. David was influenced by Jan van Eyck's app-
roach to realism. David was innovative in his depiction
of religious subjects, which he represented not as
icons but rather as approachable individuals. Additionally, David was known for the originality of his
treatment of colour and light. 

David has altered the perspective and the scale of the figures,
since the panels were meant to be viewed from below; the
kneeling figures in front appearing much larger than those at
the rear; having the effect of drawing the viewer close into the
scene.

The left panel from the The Annunciation of 1506 shows a
youthful angel Gabriel in delicate shades of blue, alighting
weightlessly in a flurry of movement, expressed by his swirling
green and orange cape. His head, framed by the sweeping arc
formed by his arm and wing, with its intent gaze is a point of
stillness and calm. A masterpiece of perspective, especially in
the floor tiles, creates a believable box-like space.

These panels were part of a spectacular multi-storied polyptych
commissioned for the high altar of the Benedictine abbey



church of San Gerolamo della Cervara, near Genoa. Taking the placement of the Annunciation within
the altarpiece into account, David has altered the perspective and the scale of the figures, since both
panels were meant to be viewed from below. In style, the ensemble reveals a synthesis of Northern and
Italian artistic modes that perhaps reflect the patron’s ties to both regions.

In The Virgin among the Virgins (1509) Mary, enthroned between two musical angels, holds the Baby
Jesus, who is picking grapes off a bunch – a symbol of the Eucharist. She is receiving the homage of a
gathering of martyrs with a child-like charm, recognisable by their attributes, each depicted in the
manner of precious ornaments. From left to right: Dorothy with her basket of roses (the lawyer
Theophilus had promised to convert to Christianity if she sent him roses and apples from the Garden of
Christ), Catherine of Alexandria with a crown adorned with the Catherine Wheel (which miraculously
broke instead of killing her), Agnes, with a lamb at her feet (the saint was killed aged 14 because she
refused to marry a pagan), behind her, an anonymous woman, then Fausta with a saw (the instrument
of her martyrdom), Apollonia with a set of tongs (which were used to pull out her teeth), Godelina with a
scarf (which her husband used to have her strangled), Cecilia beside an organ (she sang praises to the
Lord until her dying breath), Barbara, whose headdress is adorned with a tower (her father had her
locked away there) and Lucy holding her eyes (which some maintain were gouged out while others
assert that she gouged them out herself). The man, in the upper left corner is the painter Gérard David
himself, and the woman on the right in the white cornet is most probably his wife, Cornelia.

The saints stand out against a neutral background with a visual force reminiscent of a bas-relief, but
which is animated by the faces and the beauty of the materials. In this dense ensemble, the unusually
accentuated upright stance of the Virgin, in its almost statuesque solidity, seems to echo the Madonna
of Bruges of Michelangelo, who arrived in the city in 1506.

Quentin Matsys (1466–1530), according to tradition was trained as
an ironsmith before becoming a painter. Matsys was active in
Antwerp for over 20 years, creating numerous works with religious
roots and satirical tendencies. He is regarded as the founder of the
Antwerp school of painting, which became the leading school of
painting in Flanders in the 16th century. He introduced new tech-
niques and motifs as well as moralising subjects without completely
breaking with the tradition. In addition to his religious works he is
perhaps best known today for his quirky, sardonic portraits of
ordinary people, as in this Head of an Old Man, c.1525, and
satirical pictures which provide commentary on human feeling and
society in general



The Money Changer and His Wife (1514) is one
of his most well-known works. A man, who is
weighing the jewels and pieces of gold on the table
in front of him sits next to his wife, busy weighing
the pearls, jewels, and pieces of gold on the table
in front of him, and distracting her from her reading
of a book of devotion with an illustration of the
Virgin and Child. The couple are dressed as well-
to-do burghers of Antwerp, where the painting was
made. At the time, Antwerp had grown with the
influx of many southern immigrants fleeing the
Spanish Inquisition. Among this international com-
munity there was a demand for money-changers
and money-lenders, as international commerce
was increasing in the port city.

Rather than a descriptive work documenting the
subject's profession or contemporary religious
practice, this painting is an allegorical and moral

work, condemning avarice and exalting honesty, as is shown by emblems of the vanity of life and
Christian symbols like the scales of the Last Judgment. Its nature is underlined by the curiously archaic
dress of the subjects, which seems to hark back to an earlier period. 

The mirror placed in the foreground-a common device in Flemish painting, allowing the artist to create a
link with the space beyond the framed scene-reflects a figure standing in front of a window. On the
right, a door stands ajar, revealing a youth talking to an old man. 

A painting with a moral
The second half of the fifteenth century in northern Europe saw an expansion of genre painting-
landscapes, portraits, and scenes of daily life, which artists depicted with moralizing overtones as a way
of condemning human vices and reminding viewers of the frailty of human existence. These are
precisely the aspects that Metsys-often considered one of the founders of the genre-highlights in this
work. The shiny gold, pearls (a symbol of lust), and jewellery have distracted the wife from her spiritual
duty, reading a work of devotion. The objects in the background have been carefully chosen to streng-
then the work's moral message. The snuffed-out candle and the fruit on the shelf-an allusion to original
sin and a reminder that we are all doomed to return to dust-are symbols of death. The carafe of water
and the rosary hanging from the shelf symbolize the purity of the Virgin. Finally, the small wooden box
represents a place where faith has retired. 

The Ugly Duchess (also known as A Grotesque Old Woman) is
a satirical portrait painted around 1513, in the collection of the
National Gallery, London, and is Matsys' best-known painting.

It shows a grotesque old woman with wrinkled skin and withered
breasts. She wears the aristocratic horned headdress of her
youth, out of fashion by the time of the painting, and holds in her
right hand a red flower, then a symbol of engagement, indicating
that she is trying to attract a suitor. However, it has been
described as a bud that will 'likely never blossom'. 

The painting was long thought to
have been derived from a putative
lost work by Leonardo da Vinci, on
the basis of its striking resemblance
to two caricature drawings of heads
commonly attributed to the Italian
artist. However the caricatures are
now thought to be based on the work
of Matsys, who is known to have
exchanged drawings with Leonardo.



A possible literary influence is Erasmus's essay In
Praise of Folly (1511), which satirizes women who "still
play the coquette", "cannot tear themselves away from
their mirrors" and "do not hesitate to exhibit their
repulsive withered breasts". The woman has been
often identified as Margaret, Countess of Tyrol, who
was known as Maultasch, which, though literally trans-
lated "satchel mouth", was used to mean "ugly
woman" or "whore" (because of her marital scandals),
however, she had died 150 years earlier.

The portrait is thought to be a source for John
Tenniel's 1869 illustrations of the Duchess in Alice's
Adventures in wonderland.

A 1989 article published in the British Medical Journal
speculated that the subject might have suffered from Paget's Disease, in which the victim's bones
enlarge and become deformed.

Probably inspired by an original lost
drawing of Leonardo da Vinci, The
Ill-Matched Marriage (also known
as The Marriage Contract) (1525 to
1530), illustrates a marriage for eco-
nomic reasons between persons  of
different ages. 

The representation of an old man
marrying a younger woman is more
common, but here Matsys depicts
the opposite: a rich old woman
marries a young man. Being care-
ssed by the young man, the old
woman offers him a wedding ring
with her right hand and opens her

bag, spilling money onto the table, smoothed by the
man's left hand. An open bag also has sexual
connotations. The mockery, hypocrisy and foolishness of
the scene is highlighted by the burlesque features of the
characters and, in particular, by the figure at right, shown
putting the necklace spread on the table inside a
box.Many artists depicted the theme of marriage between
people of differing age. Goya, Leonardo, Dürer, and
Lucas Cranach painted this subject. In this painting of Ill
Matched Lovers (1520-25) Matsys shows a lascivious
old man with a seemingly compliant young woman. She
caresses his chin, her right arm obscuring his hand
fondling her breast, while her left hand passes his stolen
purse to a collaborator in a form of devilish headgear, and who seems equally aroused by the sight of
money. A deck of cards and money on the corner of the table also point to their iniquitous behaviour.

The "grotesque marriage" is also present in the satirical literature, as in the poem Ship of Fools by
Sebastian Brant (1494), which in its 52nd chapter tackles the "marriage-for-money" theme. The subject
is treated by Erasmus in his In Praise of Folly (1509).

In Praise of Folly, (Latin:Stultitiae Laus or Moriae Encomium) is an essay written in 1509 by
Desiderius Erasmus of Rotterdam and first printed in June 1511. It is a satirical attack on super-
stitions and other traditions of European society as well as on the Western Church. 

Erasmus revised and extended his work, which was originally written in the space of a week while
sojourning with Sir Thomas More at More's house in London. The title Moriae Encomium had a
punning second meaning as In Praise of More. It is considered one of the most notable works of
the Renaissance and played an important role in the beginnings of the Protestant Reformation.

Erasmus in 1523
by Hans Holbein



His religious paintings show a similar tendency to caricature,
which can also be found in Bosch, who may have influenced
him, and later in Bruegel. His work gained in delicacy and
nuance in the works of his maturity, such as the Ecce Homo
(1526), Virgin and Christ, and Mater Dolorosa; known for their
serene and dignified mastery. It is believed that he had known
the work of Leonardo in the form of prints made and circulated
among northern artists; largely regarded as proof that Matsys
was greatly influenced by Italian Renaissance artists and that he
most likely travelled to Italy for at least a brief period.

In this painting Christ is lowering his gaze, while Pilate looks
away, with glazed eyes, and the empty, sarcastic eyes of the
man in the turban search the distance. The madman's eyes, set
too close, are violent and enraged. A tour de force of physiog-
nomy, ranging from the pathetic to the grotesque, the ridiculous,
and the openly repulsive.

Jan Gossaert (c. 1478 – 1532) was one of the first painters of Dutch and Flemish Renaissance
painting to visit Italy and Rome, which he did in 1508–09, and a leader of the style known as
Romanism, which brought elements of Italian Renaissance painting to the north, sometimes with a
rather awkward effect. He achieved fame across at least northern Europe, and painted religious
subjects, including large altarpieces, portraits and mythological subjects, including some showing
nudity.

The composition of The Adoration of the Kings (1510–
15) draws from several sources and comprises some
thirty figures on an architectural background, varied in
detail, massive in shape and fanciful in ornament. It takes
its main inspiration from the The Adoration of the Kings
(the Monforte altarpiece) and the Portinari Triptych by
Hugo van der Goes, which has a similar grouping of richly
dressed Mary and Magi among ruined architecture, with
their attendants and bystanders, and glimpses of the
landscape behind and angels above. Gossaert depicts the
kings in richly dressed costume and flaring contrasts of
tone. His figures, disported like pieces on a chess-board,
are somewhat rigid and conventional. The landscape
which shows through the colonnades is adorned with
towers and steeples in the minute fashion of Van der
Weyden. Although by a Northern artist's hand it betrays a
knowledge of Italian Renaissance altarpieces; and may be
seen as bridging north and south.

The two dogs in the foreground, on a floor with many broken tiles, are copied from other engravings:
one taken from the lower right corner of Dürer's engraving of Saint Eustace and the second is a
reflection of the dog in an engraving of the Adoration of the Kings by Martin Schongauer. Other ele-
ments are drawn from other prints by Schongauer and Dürer.
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