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David G. CARTER

SOME ICONOGRAPHICAL

ASPECTS OF AN EARLY

SIXTEENTH CENTURY MADONNA

FROM CASTILE

HE eclectic character of artistic production in sixteenth century
Spain was never more evident than in Castile and neighbouring

Leon. The Hispano-Flemish style so well established by artists such
as Fernando Gallego (1440-1507) and the Italian International style
imported by the previous generation represented by itinerant masters
such as Dello Delli whose work is found equally in Valencia on the
East coast and in Salamanca to the West, underwent further modific¬
ation and competition at the hands of newly arrived Flemings or by
native masters such as Pedro Berruguete lea. 1450-1504) returning
from Italy where he had worked as an assistant to Joos van Gent.

Your attention is drawn to a recent acquisition by the Musées
Royaux des Beaux-Arts manifesting some of the cross currents men¬
tioned above"' (fig. 1). Portraying the Nursing Madonna1 in a half-
length corwned by angels and seated before a cloth of honour flanked
by landscape and contained by a sill in front, this work although
depending upon Flemish or Italian iconography has stylistic traits
which would place it in Southern France or Spain. The harshness
of execution with passages of heavy impasto and the palatte with a
predominance of vermillion, blue green, grey white and gold favour a
Spanish source. The brusque and forceful modelling of the figures
with the evident interest of the artist in plasticity recalls the achieve¬
ments of certain French masters, yet one would also grant that the
smoother execution of Catalan and French versions of the subject
is not to be found in the Musées Royaux painting. A rapport, however,

* I should like to thank the Conservateur-adjoint, Mr. R.-A. d'Hulst, for the oppor¬
tunity afforded the present writer to examine the museum's painting and for kind
suggestions offered during the course of writing the article.

1 Cat. 1953. N" 1141, Canvas on panel, 80,5 x 66,6 cm. Restorations include the face
of the angel in profile and passages of his robe. The sill and the objects on it are
reinforced. The outline of the upper body and arm of the Child and the left hand
of the Madonna and Her left arm are reinforced.
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does exist between the newly acquired painting and a group of works
of Castillian origin.

It is the appearance of an alien iconography on the Castillian
scene which is of greater significance in this situation than the mere
stylistic affinity of a group of paintings. The works concerned appear
to be in the circle or following of the first Castillian artist of the last
half of the fifteenth century, the previously mentioned Pedro Ber-
ruguete.

While Italy and in particular the regions of Tuscany, Umbria,
the Marche, and Venetia seem to be indicated as the ultimate source
of the Madonna del Latte, the theme of our Castillian works, one
finds that the Nursing Madonna was a subject exported to France,
Flanders, the Alemanic lands and even to the eastern litoral of the
Iberian peninsula. An instance of Alemanic influence on this subject
is also evidenced in a work of the school of Fernando Gallego. But
before examining the immediate origins of the iconography of the
museum's painting let us briefly trace the history of this particular
scheme.

There is no doubt that the Madonna of Humility and the Nursing
Madonna were well known in the North by the first half of the fifteenth
century, yet it was in Italy that the coronation motif was first added
as a common element in such subjects. The coronation appears to
have originated in Siena with the International Style and to have
spread rather rapidly in central Italy. An early instance of the
Sienese half length Crowned Madonna del Latte is that of Andrea
Vanni in the Chapel of S. S. Chiodi in the Church of San Donato,
Sienna. Other Sienese versions of the Nursing Madonna include a
work by Taddeo di Bartolo, Kress Collection, National Gallery, Wash¬
ington and one by Giovanni, di Paolo in the Metropolitan Museum
of Art, New York. These are followed by a fresco of the same subject
by Ottaviano Nelli in the Oratory of S. Croce (1428-1432). In the
Oratory of S. Gaetano in Urbino is another fresco by Ottaviano Nelli
which depicts the God-Father in a mandorla of seraphim and holding
in His hands the crown which He is about to bestow on the Madonna
del Latte below. A similar variant of this coronation theme probably
marked the advent into Spain of the scheme represented in the
museum's recently acquired painting.

Painters both Flemish and Italian knew and classified precisely
the various cults or categories of Madonnas, the Madonna del Latte,
the Madonna of Humility, the Madonna of the reading Christ Child,
the Madonna of the Crescent, etc. Such knowledge seems to have
been imparted in a piecemeal fashion to regions such as Aragon and
Castile which were unlike Italy and Flanders not within the main
stream of artistic development. One must remember that few native
Spanish artists received the opportunities and benefits of royal com¬
missions. Berruguete is one of the few Spaniards represented in the
collection of Queen Isabella, a collection which boasted works by
Memling, Roger van der Weyden, Dirk Bouts and other Flemings.
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We have indicated that Berruguete was among these responsible
for the infusion of alien elements into painting in Castile and in
particular into his native province of Palencia. Let us consider first
where in Italy during the last half of the fifteenth century or the
beginning of the sixteenth century would itinerant Spanish artists
have found recently completed works showing the iconography in
question, namely the Madonna del Latte, crowned by Angels and
seated against a low wall (of the horlus conclusus?) with a cloth of
honour behind on either side which is a landscape with trees projecting
into the sky? This type of Madonna cottld also be seen in Flemish
works of the fifteenth and the beginning of the sixteenth century.
However the half-length rendition of the Madonna with a sill in front
bearing the symbolic fruit, finch and open book2 is a scheme first
popular with Italian masters.

Let us consider at random three representatives from Italy, Carlo
Crivelli, Vincenzo Foppa, and Giovanni Bellini. A few examples from
each will do. Two works of Crivelli with similar compositions and
dating about 1470 are the Madonna in the Bache Collection in the
2 The inscription in Gothic minuscule on the book lying open on the sill in the

museum's painting reads as follows : on the left page, « Dominus er/ gratia plena
Jesu/ mes conception » ; on the right page, «Ave gratia/ plena ora/ pro nobis
ante/ nostrani mori ». The initial D of « Dominus » is decorated with the image
of the pascal lamb while the «Ave» is preceded by the imuge of an announcing
angel. In view of the restorations the text must he taken with reserve; however,
it is possible, if not probable, that our artist was illiterate and managed to garble
the texts of the painting from which he copied. The texts seem to be elements
of prayers front the Roman breviary.

2. Lorenzo Lotto. Nursing Madonna crow¬
ned by Angels. Museo Correr, Venice.

3. Carlo Crivelli. Madonna. Bache Coll.,
Metropolitan Museum, New-York.
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Metropolitan Museum of Art, New York (fig. 3) and the Madonna in
the museum in Ancona, both representing the Child with the finch. The
placement and activity of the figures in each is severely conditioned
by the way of staging the space; the artist in containing his subject
by sills or low walls and including the cloth of honour directly behind
has accepted a symmetrical static composition. The employment of
landscape to either side of the cloth of honour permits the artist to
lend a greater sense of space and atmosphere to his composition. The
fact that in Spanish painting of this period gold ground was frequently
substituted in the peripheral areas of the composition accents the
contrast between the Spaniards who preferred to concentrate upon
the. reality of the figures and the Italians who delighted in effects of
light and atmosphere. Crivelli amplified his compositional program
in a larger altarpiece in Pausula representing a full length crowned
Madonna del Latte3.

Our second Italian representative, Vincenzo Foppa4, does not
apply these elements of composition as rigidly as Crivelli, yet in his
half-length Nursing Madonna in the Johnson collection in the
Museum of Fine Arts, Philadelphia; in his half-length Nursing Ma¬
donna in the Berenson Collection, Settignano; and in his Madonna
of the Book in the Museo Civico del Castello, Milan, we see an able
demonstration of the same vocabulary. The Madonna of the Book.
furthermore conveys some notion in an inscription similar in nature
of that of the museum's painting of the intended content of the texts
in the museum's painting, namely an allusion to the Annunciation and
Christ's and Man's fate.

Let us continue now with our last Italian, Giovanni Bellini5, who
like Foppa is largely of interest to us for the way in which he handles
the half-length Madonna. While his Madonnas are usually shown
simply adoring or holding the Child, Bellini has employed the same
stage props seen in Crivelli — the sill with symbolic objects in front,
the cloth of honour behind flanked by landscape. One encounters this
arrangement in the Madonna in the Willys Collection, Toledo, Ohio;
in the Madonna in the Academia Carrara; and again in the Madonna
of 1487 in the Academia in Venice.

After an examination of the general popular modes of composition
and the usage of props accompanying portrayal of the half-length
Madonna it is not so startling to find examples of the Nursing Madonna
crowned by Angels in a form essentially the same as the museum's
Castillian Madonna. We present two close parallels.

The first such similar example is a painting attributed to Giovanni
Mansueti formerly in the Cook Collection, Richmond. This work bears
a false signature of Antonello da Messina; its date is approximately the
last quarter of the fifteenth century.

3 G. McNeil Rushforth, Carlo Crivelli, London, 1900, pp. 44 ff.
4 Fernando Wittgene, Vincenzo Foppa, Milan, 1949.
5 Georg Gronau, Giovanni Bellini, des Meisters Gemälde, Stuttgart, 1930.
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A second striking parallel in nearly every respect, save that of
style, to the Castillian work is a Nursing Madonna by Lorenzo Lotto
of about 1525 now in the Museo Correr in Venice (fig. 2). As in the
Mansueti there is the half-length Nursing Madonna with angels crown¬
ing Her against a landscape set off by a cloth of honour.

With the responsibility for the source of the composition in part
determined, what elements of the museum's painting are derived
from the North? There is equal reason to believe that the subject
itself while originally Italian could have been imported via Flanders.
Be that as it may the source of certain elements of the design and
perhaps of the costume can be traced to the North. By the first quarter
of the sixteenth century variants of the Madonna del Latte were
to be found by painters such as Giovanni Santi in Urbino, Hans Hol¬
bein the Elder in Augsburg, Joos van Cleve in Flanders, and Alejo
Fernandez in Seville. How is it possible with such activity to feel so
certain of the provenience of the museum's painting?

In every age certain regions whether because they are but newly
consolidated frontier states or because of other conditions unfavourable
to continuous patronage are obliged to import art, import talent, and
themselves produce art which is for the most part a mere reflection
of that of greater centers. The results are often eclectic and frequent¬
ly full of surprises, such as the Nursing Madonna and Atigels of
the School of Burgos6 in the parish church of Hontoria de la Cantera
in the Province of Burgos which clearly has used Memling as a model.
6 C. R. Post, A History of Spanish Painting, Cambridge, 1933, vol. IV, part 1,

fig. 110, p. 299.

5. Joos van Cleve. Nursing Madonna and
St Joseph. Metropolitan Museum, New-
York.

4. Jan van Eyck. Lucca Madonna. Stade]
Institute, Frankfurt am Main.
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6. Bartolomeo del Castro. Nursing Ma¬
donna crowned by Angels. Private Coll.,
Barcelona.

,îteg

n
It was Dr Max J. Friedländer7 who pointed out the derivation in

pose of the Nursing Madonna and St. Joseph by Joos van Cleve
(fig. 5) now in the Metropolitan Museum of Art, New York, from the
Lucca Madonna of Jan van Eyck of almost a century earlier, in the
Städel Institute in Frankfurt am Main (fig. 4). Oddly enough it is
again the Lucca Madonna that supplied the design for the museum's
painting. The Child assumes the same posture, in profile and with His
left hand resting on the breast and His right arm and hand extended
in a restraining motion to the Madonna's left wrist. Her left hand,
finger for finger, repeats the pose of the left hand in the Lucca
Madonna.

The stylistic parent of the museum's painting would seem to be
a Crowned nursing Madonna with Angels bearing Symbols of the
Passion (fig. 7), a work attributed to Berruguete himself by Dr Diego
Angulo Iniguez and belonging to the Collection of the Vizconde de
Roda, Madrid. There is a sill in front bearing cherries and closed
book, and in Gothic letters on the front of the sill is the inscription:
MISERERE MEY MATER DEY. DOMINA. MEA. Despite the sill
the Eyckian inspiration is evident, and at the same time one is aware
that this Madonna is a much smoother technical performance than the
museum's picture.

7 M. J. Friedländer, Zwei Altniederländische Bilder in der S/iiridon Sammlung,
Pantheon, vol. III, 1929 (May), pp. 206 ff.

7. Pedro Berruguete (?). Crowned nur¬
sing Madonna with Angels bearing Sym¬
bols of the Passion. Coll. Vizconde de
Roda, Madrid.
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A work, said to have come from a parish church in Villoldo,
Province of Palencia, cousin-german and much closer in style and
nearly identical in iconography exists in a private collection in Bar¬
celona (fig. 6). This work, formerly attributed to the Sirga Master
and now discovered by Diego Angulo Iniguez8 to be signed at the right
is given to one of Pedro Berruguete's followers, Bartolomeo del Castro.
In the manner of treating the draperies as well as in the types and
the poses of the figures there are numerous points of correspondence,
especially in the relationships of the respective nursing Christ Child¬
ren. The manner of modelling the figures is also similar. The diffe¬
rences would seem to lie primarily in the preference of the artist of
the museum's painting for passages of landscape for pictorial interest
rather than the more conservative background of tooled gold favoured
in this instance in the Barcelona picture. Similar usage of landscape
is to be found in a half-length Madonna Adoring the Child in the
Arenaza Collection9 in Burgos which is certainly a Spanish production
based upon a Venetian scheme where once again we have a central
cloth of honour with similar landscapes on each side with the Madonna
seated on a bench with a low wall behind.

With the above considerations in mind we can ascribe the
museum's picture to a Castillian master active in the first half of the
sixteenth century, probably from Palencia. It gives one pause to reflect
on the significance of the concept of a great center of artistic produc¬
tion and the character of its various offshoots when one compares both
the technical ability and the artistic imagination shown in the Joos
van Cleve Nursing Madonna and St Joseph and in the Nursing
Madonna crowned by Angels by our Castillian master.

5 Diego Angulo Iniguez, Certain painters of Palencia, Archivo Espanol de Arte,
vol. XVIII, 1945, pp. 229-232.
C. R. Post, op cit., Cambridge, 1947, vol. IX, part 1, pp. 480-488, fig. 181.; 1950,
vol, X, appendix p. 427.

* C. R. Post, op. cit. vol. IX, part 1, p. 129, fig. 39.

QUELQUES ASPECTS ICONOGRAPHIQUES D'UNE MADO¬
NE EXECUTEE AU DEBUT DU XVIe SIECLE EN CASTILLE

par David G. CARTER.

Le caractère éclectique de la production artistique du XVIe siècle en Espagne
ne fut nulle part plus flagrant qu'en Castille et dans le Léon. Le style hispano-
flamand, si bien instauré par des artistes comme Fernando Gallego (1440-1507),
et le style italien international importé par des générations antérieures, représentées
par des maîtres itinérants comme Dello Delli dont on trouve les œuvres à Valence
ainsi qu'à Salamanque, furent influencés ou par une nouvelle arrivée de Flamands
ou par des maîtres locaux comme Pedro Berruguete (ca 1450-1504), revenu d'Italie
où il avait travaillé comme assistant de Joos Van Wassenhove.
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Un tableau, acquis récemment par les Musées Royaux (cat. 1953, n° 1141,
toile marouflée sur bois, 80,5 x 66,2 cm.) porte trace de quelques-uns de ces dif¬
férents courants. Il représente La Madone allaitant l'Enfant, à mi-corps, courcinnée
par des anges, assise devant une tapisserie flanquée par un paysage, avec devant
elle une allège. Bien que redevable de la Flandre et de l'Italie, en ce qui concerne
l'iconographie, cette œuvre présente des caractéristiques de style qui la font situer
au sud de la France ou en Espagne. La dureté de l'exécution avec ci et là de
lourds empâtements, le coloris où domine le vermillon, le vert bleuâtre, le blanc
grisâtre et l'or, plaident en faveur de l'Espagne. Le modelé brusque et puissant

l, des figures, manifestant l'intérêt certain que l'artiste porte à la plasticité, rappelle
les réalisations de certains maîtres français, bien qu'il faille reconnaître que
l'exécutioin plus lisse des versions catalanes ou françaises du sujet ne se retrouve
pas dans le tableau des Musées Royaux. Un rapport certain existe cependant
entre cette peinture et un groupe d'oeuvres d'origine castillane.

C'est l'apparition d'une iconographie étrangère sur la scène castillane qui nous
paraît, en cette circonstance, d'un intérêt plus grand que la simple affinité de style
d'un groupe de peintures. Ces œuvres en question appartiennent à l'entourage ou
à la suite de l'artiste le plus important de la seconde moitié du quinzième siècle,
le déjà nommé Pedro Berruguete.

Alors que l'Italie, et en particulier la Toscane, l'Ombrie, les Marches et la Vénétie,
semble être l'ultime source de la Madonna del Latte, thème de nos œuvres castil¬
lanes, on constate que ce sujet était exporté en France, en Flandre, aux pays
Teutons et même à la côte orientale de la péninsule ibérique. Mais avant d'examiner
l'origine immédiate de l'iconographie du tableau des Musées Royaux, traçons
rapidement l'histoire de ce thème délicat.

Il n'y a pas de doute que la Madone de l'Humilité et la Madone allaitant l'Enfant
étaient bien connues dans le Nord dans la première moitié du XVe siècle.
Cependant, c'est en Italie que le motif du couronnement a été ajouté d'abord
comme un élément propre à ces sujets. Il semble que le couronnement a eu son
origine à Sienne avec le style international et de là s'est répandu rapidement en
Italie centrale. Un exemple siennois précoce de la Madonna del Latte, à
mi-corps et couronnée, semble être celui d'Andrea Vanni, de la Chapelle des
S.S. Chiodi à l'église de San Donato à Sienne. Nous pouvons joindre à celà une
œuvre de Taddeo di Bartolo, Coll. Kress, National Gallery, Washington, et une
autre de Giovanni di Paolo au Metropolitan Museum of Art de New-York.

Les peintres, aussi bien flamands qu'italiens, connaissaient et classifiaient exac¬
tement les différents cultes ou catégories de Madones : la Madone allaitant l'Enfant,
la Madone de l'Humilité, la Madone avec l'Enfant lisant, la Madone au Croissant,
etc... Cette connaissance semble avoir été communiquée peu à peu des régions
comme l'Aragon et la Castille qui ne se trouvaient pas, comme l'Italie ou les
Flandres, dans le courant principal du développement artistique. Il faut en effet
se rappeler que peu d'artistes espagnols ont bénéficié des conmmandes royales.
Berruguete est un des rares espagnols qui soit représenté dans la collection de la
reine Isabelle, une collection qui comprend des œuvres de Rogier van der Weyden,
de Thierry Bouts, de Memling et d'autres Flamands.

Nous avons indiqué déjà que Berruguete comptait parmi les responsables de
l'infusion d'éléments étrangers dans la peinture de la Castille et en particulier dans
sa province natale de Palencia. Voyons d'abord dans quelles régions de l'Italie
un artiste espagnol itinérant pouvait avoir trouvé à la fin du XVe- début du XVIe
siècles, des œuvres récemment achevées représentatives de l'iconographie en ques¬
tion, notamment la Madone allaitant l'Enfant, couronnée par des anges, assise
contre un petit mur, une tapisserie d'honneur, flanquée d'un paysage de chaque
/côté, derrière elle. Ce type de Madone se trouvait aussi en Flandre à cette époque.
Cependant la Madone à mi-corps, assise derrière une allège portant le fruit sym¬
bolique, le pinson et le livre ouvert, est un schema popularisé par les maîtres
italiens. Nous l'avons indiqué successivement dans l'œuvre de Carlo Crivelli,
Vincenzo Foppa et Giovanni Bellini. Ajoutons à cela deux exemples de la Madone
allaitant l'Enfant, couronnée par des Anges, dont la forme est essentiellement la
même que celle de la Madone des Musées Royaux. Le premier est un tableau
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du dernier quart du XVe siècle, attribué à Giovanni Mansueti, autrefois dar.is la
Coll. Cook à Richmond. Le second, qui est de la main de Lorenzo Lotto, doit être
daté vers 1525 environ et se trouve au Musée Correr à Vénise.

Ayant déterminé en partie l'origine de la composition, quels sont maintenaiiit
dans la peinture des Musées Royaux les éléments dérivés du Nord ? Car il y a

également des raisons de croire que le sujet, bien que originellement italien, ait
pu être importé, via les Flandres, car au début du XVI0 siècle des variantes de la
Madone allaitant l'Enfant, se rencontraient aussi bien chez Joos Van Cleve en

Flandre, Giovanni Santi à Urbino, Hans Holbein le Vieux à Augsburg que chez
Alejo Fernandez à Séville.

Le Dr. M.-J. Friedländer a été le premier à montrer que la pose de la Madone
allaitant l'Enfant et St-Joseph, du Metropolitan Museum of Art, New-York, par
Joos Van Cleve, était dérivée de la Madonna Lucca de Jean van Eyck, au Städelsches
Institut à Francfort, antérieure de presque un siècle. Il est assez curieux de con¬
stater que c'est également la Madonna Lucca qui est à la source de la pose de la
Vierge et de l'Enfant dans le tableau de Bruxelles. L'Enfant est vu dans la même
position, de profil, la main gauche sur la poitrine de la Vierge et repoussant de
la main droite le poignet gauche de sa mère. La main gauche de celle-ci répète,
doigt par doigt, la pose correspondante dans la Madonna Lucca.

Du point de vue style le tableau des Musées Royaux semble être apparenté à
la Vierge couronnée allaitant l'Enfant avec des Anges portant les Symboles de la
Passion, une œuvre attribuée à Berruguete par le Dr. Diego Anguio Iniguez, appar¬
tenant à la Coll. du Vizconde de Roda à Madrid. D'autre part, il existe une peinture
dans un style plus proche encore et d'une iconographie presque identique, dans
une collection privée à Barcelone. Cette œuvre est donnée par Diego Angulo Indiguez
à Bartolomeo del Castro de l'école de Berruguete.

Suite aux considératiOins précédentes, nous croyons pouvoir attribuer le
tableau des Musées Royaux à un maître castillan, probablement de Palencia, de
la première moitié du XVIe siècle.

12



Antonio BOSCHETTO

DIPINTI ITALIANI
NEI MUSEES ROYAUX

11 . — LE «STORIE DELLA VERGINE»
E ALTRE COSE

U altre opere ancora, fra quelle di scuola italiana, è possibile eserci¬
tarsi con la prospettiva di qualche profitto.
Lasciando da parte, soprattutto in ragione del cattivo stato di con¬

servazione, la Madonna col Bambino (N. 632 di cat.), che al Van
Marie pareva „ copia del secolo XV di un quadro di Segna"1 e che R.
Offner già ebbe giustamente a ricollocare al centro di un polittico di
Jacopo del Casentino2, con altri quattro santi della collezione Sonters,
un curioso capitolo può invece aprirsi sulle due tavole con Storie della
Vergine (figg. 1 e 2), a catalogo con i numeri 628a e 628b e con l'attri¬
buzione a „Scuola italiana (fiorentina) 1302". La perentorietà della
datazione viene da una scritta a tergo del pannello 628a, posta accanto
alla effigie di un donatore inginocchiato, che ci è fatto noto come frate
Guido3.

Nessun dubbio per quanto tocca l'autenticità della iscrizione,
credo; molti, invece, e plausibili circa l'esattezza della data 1302. E,
conseguente, la possibilità di qualche ipotesi assai verosimile.

Noti al Berenson, che li elenca fra le opere di „artista padovano o
veronese contemporaneo di Giotto o seguace immediato"4, i due pan¬
nelli furono già prima sottoposti a una dotta indagine iconografica da
parte della signora Sandberg Vavalà5 che li inserì nel corpus della
pittura veronese con un'esplicita attribuzione a Turone, per analogie
con il paliotto N. 160 del Museo di Verona che, dopo un primo rifugio

1 Van Marie, R., The Italian Schools of Painting, The Hague, 1924, II, p. 157, nota.
2 Offner, R., Corpus of the Florentine Painters, III2, 2.
3 A tempera su tavola, ciascuna cm. 0,58 x 0,84. L'iscrizione è la seguente : M.C.C.C.I.I.

HOG OP' FECIT/FIERI FRATRE GUIDO POR HOSPITALIS SAE ANNAE.
4 Berenson, B., Pitture italiane del Rinascimento, Milano, 1936.
5 Sandberg Vavalà, E., A Chapter in Fourteenth Century Iconography : Verona, in

Art Bulletin, IX, 4, 1929. Confesso che mi riesce difficile capire le ragioni per le
quali la Signora Vavalà penserebbe che in origine le due tavole dovevano essere
unite in un tutto unico. Occorrerebbe anzitutto pronunciarsi sulla loro destinazione
originaria, che difficilmente potè essere di predella, sia per le misure sia, soprat¬
tutto, per la distribuzione delle scene.
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