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all praise to you, rogier.
your beautiful works still deserve

to be looked at today by every painter

who knows how to value what he sees

the bruges humanist, poet and artist 
dominicus lampsonius calls rogier an 

example to the painters of his day

1572
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The K.U.Leuven is hosting the COLLOQUIUM ROGIER VAN DER WEYDEN IN CON-

TEXT from 22 to 24 October 2009. This 2009 colloquium is the XVII Symposium 

for the Study of Underdrawing and Technology in Painting.

The international conference will take place while the exhibition Rogier van 

der Weyden 1400/1464 Master of Passions is on show in M, the new municipal 

museum in Leuven (20 September to 6 December 2009). 

The colloquium is being organised by the K.U.LEUVEN (Art History Department), 

ILLUMINARE (the K.U.Leuven Centre for the Study of Medieval Art) and ARTES.

LEUVEN, in conjunction with the UCL (Louvain-la-Neuve, Laboratoire d’étude 

des oeuvres d’art par les méthodes scientifiques) and the KIK-IRPA (Royal Insti-

tute for Cultural Heritage, Belgium).

The colloquium explores the following themes concerning Rogier van der 

Weyden (1400-1464)

- Technical studies concerning paintings, drawings, sculptures, miniature pain-

tings and other works of art by Rogier van der Weyden and his followers.

- Studies of underdrawings in Rogier’s paintings, his painting practice, materi-

als and technique.

- Documentary sources, archival and historiographical research.

- Research on iconography and iconology in the paintings of Rogier van der 

Weyden.

The Post Prints of the colloquium will be published by Peeters Publishers, 

Leuven in 2011. 
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The organization of the colloquium K.U.Leuven, Art History Department and 

Illuminare are wishing you all an inspiring symposium, 

Jan Van der Stock

Lorne Campbell

Catherine Reynolds

Barbara Baert

Annelies Vogels

Robrecht Janssen

Lieve Watteeuw

Colloquium website: http://www.vanderweydenincontext.be 
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PROGRAM

STUK, Naamsestraat 96, 3000 Leuven

Auditorium

21 OCTOBER 2009

Wednesday EVENING

17.00-19.00 Registration in the lobby

22 OCTOBER 2009

THURSDAY MORNING

8.30 -9.15 Registration and coffee

C
ol

lo
q

u
iu

m
 

R
og

ie
r 

va
n

 d
er

 W
ey

d
en

 
in

 c
on

te
x

t 

2
2

-2
4

 o
ct

ob
er

 2
0

0
9

6

ARL_01930_06_collocieum.indd   6 20/10/09   09:32



SESSION 1

9.15 Lieve Watteeuw, Welcome and practical information on the organization 

of the colloquium and the venues

CHAIR  |  Lorne Campbell, London, National Gallery

Opening lecture

9.30-10.00   Jan Van der Stock, Illuminare-K.U.Leuven, De Rugerio Pictore. An ode 

to Rogier van der Weyden

Papers

10.00-10.25 Cathy Metzger, presented by John Hand, Washington, National Gal-

lery of Art, The Escorial Crucifixion

 

10.25-10.50  Carmen García-Frías Checa, Madrid, Patrimonio Nacional, The Por-

trait of Philip the Good in the Palacio Real 

10.50-11.00  Questions

		  COFFEE/TEA 11.00-11.30
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SESSION 2

CHAIR  |  Arnout Balis, Antwerp, UA

11.30-11.55 Francis Cambier, Leuze, A propos du triptyque de l’abbaye Saint-

Aubert à Cambrai et de Haine de Bruxelles. Relecture des sources d’archives.

11.55-12.20 Jochen Sander, Städelsches Kunstinstitut, Frankfurt, The Medici 

Madonna in Frankfurt

12.20-12.45  Lieve Watteeuw, K.U.Leuven, Rogier Van der Weyden: A painter 

handling the illuminator’s brush

12.45-13.00 Questions 

		  LUNCH IN CAFFEE STUK 13.00-14.15 

THURSDAY AFTERNOON

SESSION 3

Chair  |  Paul Huvenne, Antwerp, KMSKA 

14.15-14.45 Griet Steyaert, Brussels - Antwerp, independent conservator-resto-

rator, The Seven Sacraments, technical aspects observed during the restoration 

in collaboration  

14.45-15.05 Marie Postec, Brussels, Brussels,  independent conservator-restora-

tor, Technical reconstitutions based on The Seven Sacraments  by Rogier  Van 

der Weyden: an experimental approach

15.05-15.25 Geert Van der Snickt, Koen Janssens, Wout De Nolf and Jakub 

Jaroszewicz, Antwerp, University of Antwerp, Portable, lab-based and synchro-

tron radiation-based analysis of Rogier Van der Weyden’s triptych ‘The Seven 

Sacraments’
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15.25-15.35 Conclusions on the Seven Sacraments Altarpiece by Lorne Camp-

bell, London, National Gallery

15.25-15.45 Questions 

		  COFFEE/TEA 15.45-16.30 

SESSION 4

CHAIR  |  Barbara Baert, K.U.Leuven

16.30-16.55 Catherine Reynolds , London, independent researcher, 

Van der Weyden’s fame and the status of painting 

16.55-17.00 Questions

17.00-17.25 FIVE MINUTE STATEMENTS/PRESENTATIONS OF THE POSTERS 

Christina Currie, Brussels, KIK-IRPA, IRRs of the Edelheere Tryptich

Yao-Fen You, Detroit Institute of Arts, Looking Anew at the Arenberg 

Lamentation (Detroit)

Pham Thanh, Brussels, KMSK-MRBA, The Brussels Pietà

Griet Steyaert, Brussels - Antwerp, independent conservator-restorator, 

‘Een hofstad achter ’t Cantersteen’: Rogier’s houses in Brussels

Molly Faries, Indiana University, Several Madonna and Child compositions in 

the following of Rogier van der Weyden

Judith Niessen, Museum Boijmans van Beuningen, Drawings from the Van der 

Weyden Group in the museum Boijmans van Beuningen

WALK TO THE MUSEUM M
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THURSDAY EVENING 

18.30 COLLOQUIUM NOCTURNE IN MUSEUM M 

VISIT TO THE EXHIBITION “ROGER VAN DER WEYDEN. MASTER OF PASSIONS” 

AND THE NEW MUNICIPAL MUSEUM M

RECEPTION AND WALKING DINNER IN THE ENTRANCE HALL
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23 OCTOBER 2009

FRIDAY MORNING

SESSION 5

CHAIR  |  Dominque Vanwijnsberghe, Brussels, KIK-IRPA

9.00-9.25  Camille De Clercq, Lieselote Hoornaert, Jana Sanyova, Brussels, KIK-

IRPA, The Annunciation. A still existing sculpture, painted by Robert Campin? 

9.25-9.50 Judy de Roy, Jana Sanyova, Brussels, KIK-IRPA, The Entombment of 

Christ in Soignies. A Closer Look

9.50-10.15  Bart Fransen, K.U.Leuven, The Tomb of Hendrik II of Witthem and 

Jacoba of Glymes in Beersel: A Unique Survival of Fifteenth-Century Brussels 

Tomb Sculpture 

10.15-10.30 Myriam Serck, Brussels, Brussels, KIK-IRPA, Etude du Christ en croix 

brabançon de San Cristobal de la Laguna à Tenerife 

10.30–10.40 Questions

		  COFFEE & TEA 10.40-11.10

SESSION 6

CHAIR  |  Anna Bergmans, UGent 

11.10-11.35 Susie Nash, London, Courtauld Institute, The Seilern Triptych in the 

Courtauld Institute Galleries: a new investigation of its making and meaning 

11.35-12.00 Veronique Vandekerchove, Leuven, Museum M, Livia Depuydt, Jana 

Sanjova and Pascale Fraiture, KIK-IRPA, The Leuven Trinity. A New Look at a 

Fifteenth-Century Painting in the M Collection
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12.00-12.25 Anne-Sophie Lehman, Marjolijn Bol, Utrecht, Utrecht University, 

Flesh and Stone: Rogier van der Weyden’s conservative and innovative uses of 

oil paint. Towards an iconography of painterly techniques

12.25-12.50 Marika Spring, London, National Gallery, The materials of Rogier van 

der Weyden and his contemporaries in context

12.50–13.00 Questions

FRIDAY AFTERNOON

13.00-17.00 Free visit to the Exhibition and the Museum M
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FRIDAY LATE AFTERNOON

KEYSESSIONS

AND PUBLIC LECTURES
 

SESSION 7

CHAIR  |  Jan Van der Stock, K.U.Leuven

17.00-18.00 Lorne Campbell, London, National Gallery, Rogier: the painter as a 

designer of works of art in media other than oil on panel

18.00-19.00 Stephan Kemperdick, Berlin, SMB-SPK, Roger van der Weyden´s 

workshop around 1440

		  RECEPTION IN KAFFEE STUK  19.00

19.45-20.15  Mark Delaere, K.U.Leuven,  Introduction to the Concert

20.30-21.30 CONCERT TRANSIT FESTIVAL

Ictus, Huddersfield Contemporary Music Festival

Premieres  by James Dillon and Brice Pauset 

Contemporary music inspired by Roger van der Weyden 
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24 OCTOBER 2009

SATURDAY MORNING

SESSION 8

Chair  |   Manfred Sellink, Musea Brugge

9.00-9.15 Hélène Verougstraete, Louvain-la-Neuve, UCL, Diptychs and polypty-

chs: frames, articulation and instructions for use. Van der Weyden compared to 

other ‘Primitives’

9.15-9.40 Ana González Mozo, Museo nacional del Prado, Madrid, The IRRs of the 

Descent from the Cross in the Museo del Prado

9.40-10.05 Helène Dubois, Brussels, KIK-IRPA, and Veronique Vandekerckhove, 

Leuven, Museum M, The Edelheere Triptych. A Contemporary Shadow of Van 

der Weyden’s Descent from the Cross

10.05-10.30 Douglas Brine, Trinity University, San Antonio, Texas,  Rogier van der 

Weyden and the art of commemoration

10.30-10.40 Questions

		  COFFEE & TEA 10.40-11.05

SESSION 9

CHAIR  |  Ron Spronk, Queen’s University, Kingston

11.05-11.30 Galleria Sabauda, Turin, The Turin donor wing panel (details to be 

finalised) 
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11.30-11.55 Rachel Billinge, London, National Gallery, The technical exami-

nation of two Rogierian panels from the collection of the National Trust at 

Petworth House 

11.55-12.20 Molly Faries, Indiana University, The IRRs of several panels attri-

buted to the Masters of the St. Catherine and Barbara Legends (Cologne and 

Muenster) 

12.20-12.45  Joris Van Grieken, Brussels, Royal Library, ‘Rogerij Belgae inventum’ 

Rogier van der Weyden’s impact on printmakers and their products (1450-1565)

12.45-13.00 Questions

		  LUNCH IN CAFFEE STUK 13.00-14.15 

SESSION 10

CHAIR  |   Veronique Vandekerckove, Leuven, Museum M

14.15-14.40 Didier Martens, Brussels, ULB, Le Maître de Monteoliveto, 

un disciple méconnu de Rogier de le Pasture

14.40-15.05 Annick Born and Maximiliaan Martens, Gent, UGent, From 

Brussels to Antwerp: Goswijn van der Weyden and transmission of the 

Rogeresque tradition 

15.05-15.30 Hélène Mund, Brussels, KIK-IRPA, Dans la suite de Rogier van der 

Weyden. Un maître et son atelier au carrefour de la tradition et de la modernité 

15.30-15.45 Questions

Closing lecture 

15.45- 16.15  Jan Piet Filedt Kok, University Amsterdam, Thirty years of Rogier 

van der Weyden studies - two exhibitions and catalogues
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16.15 Closing words, Jan Van der Stock and Lieve Watteeuw, K.U.Leuven

The abstracts and the list of participants will be available on the website 

http://www.illuminare.be
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ABSTRACTS
THURSDAY 22 OCTOBER 2009 

SESSION 1

The Great Crucifixion

Cathy Metzger, presented by John Hand, National Gallery of Art, Washington

Depending upon the stringency of one’s set of guidelines, there are either 

three, or no, extant documented paintings by Rogier van der Weyden. The most 

famous paintings in his production, the Justice panels painted for the town hall 

of Brussels, were destroyed  in the bombardment of 1695. No surviving triptych 

fits the details given in the commission by the Abbot Jean Robert of St. Aubert’s 

in Cambrai. Even if one is willing to accept documentation that postdates the 

death of the artist, none of the three works thus indicated—the Miraflores 

triptych, the Descent from the Cross, and the Escorial Crucifixion--has escaped 

doubt in attribution. Among these, the great Crucifixion has been relegated to 

the status of a wreck. It is said to have been burned and repainted. This talk will 

dispute that perception, and discuss the Crucifixion as a valuable resource for 

understanding Rogier van der Weyden’s painting practices, writ large.

Some artistic and technical considerations after the restoration of the por-

trait of Philip the Good in the Royal Palace, Madrid 

Carmen Garcia-Frias Checa, Patrimonio Nacional, Madrid

Several variants of this portrait, showing the duke bare-headed and with short 

hair, exist from the Van der Weyden circle. Rogier’s own participation in their 

execution is debated, but the Madrid portrait is considered the best of the pre-

served copies. Hulin (1902) and Winkler (1913) accepted it as an original, while 

Friedländer (1924) considered it a good copy of a lost original. Bermejo (1980) 

and Campbell (1979 and 2008) considered it a possible work by Van der Wey-

den or his studio. Some details, like the arch-topped shape, the background of 

wood panelling and the insect, are not very usual for Rogier portraits, but can 
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be found in contemporary Flemish works. 

The recent technical analysis and restoration allowed us to investigate 

whether it is an original by the master, a studio replica or a good copy of ca. 

1450. We analysed the true state of the painting, the original structure of the 

support and the subsequent interventions in Spain. Infrared reflectography 

revealed traces of the underdrawing and various changes at the painting stage. 

There are no signs of tracing or pouncing but old repaints over losses are visi-

ble on the infrared images. The more important paint losses are concentrated 

along the two joins through the background, the costume and the cheek. The 

X-radiograph of the portrait shows clearly the three radially cut boards and the 

few losses in the original paint.  Unfortunately, dendrochronological analysis 

was impossible because panel and frame are carved from the same piece of 

oak.

We compared it with the very similar portrait that was at Gotha and later (1979) 

in the Fodor collection in Paris, and with the versions in Antwerp and Berlin, 

and the corresponding pen-drawing in the Louvre Museum. 

It is very important to know all the documentation concerning the portrait in 

the Archivo General del Palacio. The picture appears first in the 1746 Inventory 

of the paintings of Elisabeth Farnese (1692-1766), the second wife of Philip V 

of Spain, in the Royal Palace of San Ildefonso at La Granja (Segovia), where it is 

recorded as a work of Dürer. Subsequent mentions record varying attributions, 

its movements and previous restorations.

SESSION 2

A propos du triptyque de l’abbaye Saint-Aubert à Cambrai et de Haine de 

Bruxelles. Relecture des sources d’archives

Francis Cambier

Jean Le Robert, abbot of Saint-Aubert at Cambrai, commissioned in 1455 from 

Rogier a triptych for the abbey church. It was delivered in 1459. Further re-

search in the archives of the abbey has revealed that the subject-matter of the 

triptych, previously unknown, was the Virgin. It seems to have left the church 
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between 1552 and 1560. ‘Hayne, jone pointre’, who worked on the supporting 

structures of the triptych after it had been installed, is usually identified as the 

painter ‘Hayne de Brouxelles’, residing at Valenciennes, who in 1454-5 executed 

for Cambrai cathedral twelve images of Our Lady. Art-historians have claimed 

that the twelve were versions of the celebrated Notre Dame de Grâce, then 

believed to have been painted by Saint Luke. It now emerges that they were 

images on six double-sided processional banners and that they need not have 

had any connection with Notre Dame  de Grâce.   

Paper to be given in French

The Medici Madonna in Frankfurt

Jochen Sander, Städelsches Kunstinstitut, Frankfurt

Rogier van der Weyden’s stylistic development in the 1450s will be re-evaluated 

in the light of the recent cleaning and restoration of the Medici Madonna.   

Rogier Van der Weyden: A painter handling the illuminator’s brush

Lieve Watteeuw, K.U.Leuven

The opening miniature of the Chroniques de Hainaut, painted around 1447 

by Rogier van der Weyden at the order of Philip the Good, resembles a tiny 

painting. Its measurements match those of Rogier’s smallest works on panel. 

Delicate combinations of pigments are indications of the master’s exceptional 

technical expertise. The paper will  explore and discuss this miniature as an 

exclusive source for understanding Rogier van der Weyden’s skill as illumina-

tor. Further, the lecture will compare his technical practice to other painters-

illuminators, as Simon Marmion.
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SESSION 3

The Seven Sacraments, technical aspects observed during 

the restoration in collaboration 

Griet Steyaert, Brussels - Antwerp, independent conservator-restorator

The altarpiece of the Seven Sacraments by Rogier van der Weyden was restored in the 

Koninklijk Museum voor Schone Kunsten in Antwerp. It was a three-year, full- time 

project (2006-2009) for the author. Although lay people generally think a tremendous 

amount of patience is needed to restore a painting, it can be very exciting and often 

feels like a voyage of exploration. It can be compared with a long journey on foot: 

instead of going from highlight to highlight, as one might travel by car, the long-dis-

tance walker can notice and appreciate every little detail and have time to think about 

them.

The elaborate process of removing the non-original layers of discoloured varnish, re-

touches, overpaint and toning glazes goes hand in hand with a meticulous scrutiny of 

the painting. The restorer is continuously checking the condition of the original paint 

layers and which of the later additions needs to be removed. This involves the regular 

use of a binocular microscope, raking light, ultraviolet, infrared reflectograms and 

X-radiographs. When removing varnish and dirt from clogged up impastos the restorer 

literally works along the trace of the original brushstrokes. When exposing old lacu-

nas, much can be learned about the build up of paint by observing the edges. Samples 

of the paint layer taken during the restoration provide more information.

 

This paper tries to distill and communicate some of the excitement and discoveries 

about the painting technique of the Seven Sacraments: There are a lot of marks of a 

toothed tool, either a palette knife or a scraper, in the ground layer; even the gilded 

framing in trompe-l’oeil was underdrawn ; samples show the imprimatura layer; 

twelve heads are painted on tin-foil; some interesting pentimenti were discovered; 

numerous guide-lines and small marks were scored into the wet paint to indicate or 

measure geometric features of the composition; the collaboration between Rogier 

and his workshop can be illustrated...

Technical Reconstitutions based on The Seven Sacraments 

by Rogier van der Weyden: an Experimental Approach

Marie Postec, ENSAV de La Cambre, Brussels
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At the time of the restoration of The Seven Sacraments by Rogier van der Weyden 

in the Koninklijk Museum voor Schone Kunsten Antwerp, the first year students of 

the Conservation-Restoration section of La Cambre art school (Brussels) carried out 

technical reconstitutions based on this exceptional work. Within the framework of the 

course on Old Master painting techniques, different exercises were carried out to try 

to answer the many questions that came up during the restoration by Griet Steyaert, 

or to put into practice the technical characteristics observed in this work. 

 

Many historical and scientific studies relating to old painting techniques remain the-

oretical. The practical application allows us to put these studies into perspective and 

also to answer other questions, often of a purely material nature but equally interes-

ting. This experimental approach has a place in the study of the techniques of the past 

in the same way that it has in experimental archaeology. 

 

The questions which the students tried to solve relate to: the application of the 

ground layer in which traces of tools are visible; the legibility of the drawing during 

the application of the paint layers; the mode of application of some glazes; the nature 

of the medium needed to obtain certain characteristic effects in the surface; the reali-

sation of portraits on tin foil and their introduction into the painting; the very precise 

realisation of the lines of the architecture where lines indented into the fresh paint 

obviously guided their construction; the technique used for the gilded frames painted 

in trompe-l’œil around the painting; etc

Portable, lab-based and synchrotron radiation-based analysis of Rogier van der 

Weyden’s triptych The Seven Sacraments

Geert Van der Snickt, with Koen Janssens, Wout De Nolf and Jakub Jaroszewicz, 

University of Antwerp

During the last decades, the field of cultural heritage has taken a growing interest 

in the spectroscopic analysis of works of art. As analytical techniques can provide 

significant information for art conservators and (technical) art historians, numerous 

diagnostic devices have been developed for or adapted to this specific application. 

In addition, since the 1990s, the topic of ‘conservation science’ has received substan-

tial attention from both national and European authorities which started to reserve 

dedicated funding on a project basis. Consequently, conservation science has become 

a fast evolving and complex discipline with its own conferences, forums and publicati-

ons. In view of this complexity, in this presentation both conventional and innovative 

techniques are explained for non-specialists. In particular, special attention is given to 
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two recent trends which are expected to open up new vistas for the characteri-

sation of works of art, namely the development of portable/mobile equipment 

and the introduction of synchrotron radiation-based research. 

The benefits and limitations of these methods are illustrated by a presentation 

of the results obtained on Rogier van der Weyden’s triptych. In collaboration 

with conservator Griet Steyaert, the three panels were first examined in situ 

with a Portable and a Mobile X-Ray Fluorescence spectrometer (PXRF and 

MXRF). The non-destructive and non-contact aspect of this technique allowed 

the measuring of a relatively large number of spots (>100). The outcome of this 

research supplied answers to several conservation questions and simultane-

ously allowed selecting relevant spots for further analysis and sampling. The 

resulting samples were subsequently analysed with conventional, lab-based 

equipment such as a Scanning Electron Microscope equipped with an Energy 

Dispersive Spectrometer (SEM-EDS) and a confocal micro-Raman Spectrome-

ter (µ-RS). The detailed, yet very local, information obtained from this limited 

amount of minute samples could be extrapolated to other areas of the pain-

tings by correlating them with the results of the PXRF/MXRF measurements. 

Finally, a selection of these samples was measured with highly specific and 

high-resolution synchrotron radiation-based techniques in various facilities 

in Europe (e.g. µ-XRD, µ-tomography, etc.) and this in order to elucidate the re-

maining questions or to characterise possible paint degradation phenomena. 

In this way, the combination of several complementary analytical techniques 

contributed substantially to a more comprehensive understanding of the pain-

ting techniques, materials and their condition.

SESSION 4

Rogier van der Weyden’s Fame and the Status of Painting

Catherine Reynolds, London

By the time Nicolas of Cusa expected the Benedictines of Tegernsee to be inte-

rested in the self-portrait of ‘the greatest of painters’ in the Brussels Town Hall, 

Van der Weyden’s name had already been recorded with laudatory adjectives 

C
ol

lo
q

u
iu

m
 

R
og

ie
r 

va
n

 d
er

 W
ey

d
en

 
in

 c
on

te
x

t 

2
2

-2
4

 o
ct

ob
er

 2
0

0
9

22

ARL_01930_06_collocieum.indd   22 20/10/09   09:32



as far away as Castile and Ferrara. Unlike Jan van Eyck, his equal in fame, he 

apparently did not usually sign his works, making the spread of his name even 

more remarkable. It was only painters who achieved such European celebrity, 

although other artists, notably goldsmiths, embroiderers and tapestry-wea-

vers, could require more expensive materials and so produce more expensive 

works. Paintings were not valued for their materials alone. A hierarchy exclu-

sively of cost does not explain the pre-eminence of painters and obscures the 

status of painting.

POSTERS
The IRRs of the Edelheere Triptych

Christina Currie, KIK-IRPA, Brussels

‘Een hofstad achter ’t Cantersteen’ - A property behind the Cantersteen

 

Griet Steyaert, Royal Museums of Fine Arts, Brussels

It is known from 15th-century documents that Rogier van der Weyden occupied 

two adjoining properties near the Cantersteen in Brussels, one with a large 

gateway fronting onto the Guldenstraat and the other towards the side of the 

Steenweg. In the literature this fact is generally illustrated with a detail from 

Martin de Tailly’s map of Brussels, engraved in 1640 showing the area of the 

Steenweg and the Guldenstraat.

 

This paper addresses the question: is it possible to find out more about Rogiers’ 

properties in Brussels?  

Where exactly were they? Is it possible to estimate their size and appearance? 

Is it possible to locate the properties on maps older than de Tailly’s and could 

this provide more information? Are there other graphic documents - paintings, 

drawings, engravings - representing the area or maybe even the house? Do his 

paintings reflect elements of his neighbourhood? What happened to these two 

properties after the death of Rogier?
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This area of Brussels was dramatically changed around 1900 when a whole 

neighbourhood was erased to create the ‘Mont des Arts’ and again around 1950 

when the railway junction and the Royal Library were built. Old postcards and 

photographs give an idea of how the area and the site of Rogier’s properties 

looked before these interventions.

 

Several Madonna and Child compositions in the following of Rogier van der 

Weyden

Molly Faries, Indiana University

Three half-length Madonna and Child compositions (Brussels, Cambridge (MA), 

and Kassel), regarded as close copies after Rogier van der Weyden’s St Luke 

Drawing a Portrait of the Virgin, have been discussed by Jeltje Dijkstra.  New 

information has since appeared related to the first two works, but the anoma-

lous underdrawing of the Kassel painting has remained an unsolved problem. 

This poster presentation shows some of the technical documentation and sug-

gests some possible options for consideration. 

Looking Anew at the Arenberg Lamentation (Detroit)

Yao-Fen You, Detroit Institute of Arts

Recent technical and material study of the Detroit Institute of Arts’s

Arenberg Lamentation has produced new information concerning the original

appearance of the sculptural group, including the discovery of more traces

of polychromy than previously recognized. In this poster and short

presentation, I will discuss the pigments found and subsequently identified

using X-ray fluorescence and Raman spectroscopy, as well as provide an

overview of their location. I will also revisit the contested status of the

mark on Nicodemus’s head, which is probably a tool mark and not a guild

mark. Finally, I will show unpublished views of the back, which raises many

interesting questions concerning the configuration of the angel’s wings now

lost and the depth of the caisse in which the Lamentation may have been

housed.               
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Drawings from the Van der Weyden Group in the museum Boijmans van 

Beuningen 

Judith Niessen, Rotterdam, Museum Boijmans van Beuningen

FRIDAY 23 OCTOBER 2009

SESSION 5

The Annunciation. A still existing sculpture, painted by Robert Campin?

Camille De Clercq, Lieselote Hoornaert, Jana Sanyova, Brussels, KIK-IRPA

Agnès Piétarde, veuve de Jehan du Bus, commande en 1428 deux sculptures 

de la Vierge Marie et de l’Ange Gabriel ainsi que deux socles (avec armures) et 

deux baldaquins. Etant confiée au sculpteur Jean de le Mer et au polychromeur-

peintre Robert Campin, cette Annonciation est destinée à être installée près de 

sa tombe, dans l’église Saint-Pierre de Tournai. L’Annonciation est considérée 

comme faisant partie des sculptures monumentales européennes les plus im-

portantes du XVè siècle par l’aspect innovateur du sculpteur, Jean Delemer. En 

outre, la sculpture est un des seuls témoins de collaboration entre sculpteurs 

et peintres primitifs flamands.

Le groupe de l’Annonciation, aujourd’hui exposé à la Cathédrale Notre Dame 

de Tournai, a été exécuté en pierre d’Avesnes et est polychromé dès l’origine. 

L’ensemble comporte des interventions du XIXème siècle regroupant plusieurs 

reconstitutions au niveau des mains, des ailes, des draperies et de la polychro-

mie. L’histoire matérielle et l’étude préalable de la polychromie ont permis 

d’identifier des interventions antérieures datant du début du XVIIème siècle. 

Les analyses scientifiques exécutées dans le laboratoire de l’IRPA ont permis 

quant à elles de révéler la présence de traces de polychromie originales du 

XVème siècle malgré les pertes engendrées par la restauration abusive de 1858. 

Une recherche sur les matériaux et techniques pourrait également permet-

tre de montrer les éventuelles concordances entre la technique picturale du 

XVème siècle utilisée dans la sculpture et celle utilisée dans la peinture sur 

panneau de Robert Campin. La restauration de ce groupe sculpté n’implique 

pas uniquement l’oeuvre telle qu’elle a été conçue au XVème siècle mais 
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l’implique également en tant qu’oeuvre du 21e siècle comprenant toutes les 

interventions survenues au cours du temps. Plusieurs optiques de traitement 

peuvent être envisagées : Restituer l’état original ? Respecter son histoire 

matérielle ? Ou encore réaliser une conciliation entre l’état original et les traces 

du passage du temps ? La remise en valeur de cet ensemble suscite ainsi une 

réflexion spécifique ; il s’agit d’une oeuvre d’art à valeur esthétique mais aussi 

d’un document historique en tant que production humaine du passé

The Entombment of Christ in Soignies.  A Closer Look

Judy de Roy, Jana Sanyova , Brussels, KIK-IRPA

The Entombment of Christ in the Collégiale Saint Vincent of Soignies which 

probably can be dated between 1435 en 1440, is an undisputed masterpiece of 

the Late Gothic style. More precisely it represents the basis of the Late Gothic 

style of Tournai village, as introduced to the Brussels area by Delemer and Van 

der Weyden. A style which will become of great influence on the artistic deve-

lopments in that specific region. As with all sculptures of this age, the Entom-

bment of Soignies has been subject of previous restorations. In this case the 

restoration performed in 1970ies by the Royal Institute For Cultural Heritage, is 

documented by the available restoration reports.

This restoration mostly affected the sculptures’ surroundings. The original sur-

roundings of this sculpture group consist of the niche with its architectural fra-

ming and the mural paintings in the background, which have been exposed in 

the 1970ies. The sculpture group and its surroundings represent a fascinating 

unity which will clearly be emphasized by the currently executed polychromy 

study that will be the most important link in the reconstruction of this unities 

original appearance. This still ongoing polychromy study already revealed the 

enormous contrast between the currently beige monochrome image and what 

must have been the original colorful appearance of the tableau vivant. The 

rediscovered polychromy and the applied techniques will be juxtaposed with 

the works of the Flemish Primitives. Another subject of study is the possible 

dissimilarity between the sculpture groups current arrangement and what 

must have been its original arrangement. In function of the exhibition ‘ Rogier 

van der Weyden 1400|1464 - Master of Passions’, a restoration of a mainly aes-

thetic nature will be performed. This restoration will be also be treated during 

the lecture.

C
ol

lo
q

u
iu

m
 

R
og

ie
r 

va
n

 d
er

 W
ey

d
en

 
in

 c
on

te
x

t 

2
2

-2
4

 o
ct

ob
er

 2
0

0
9

26

ARL_01930_06_collocieum.indd   26 20/10/09   09:32



The Tomb of Hendrik II of Witthem and Jacoba of Glymes in Beersel: A Unique 

Survival of Fifteenth-Century Brussels Tomb Sculpture

Bart Fransen, KIK-IRPA, Brussels

Most Burgundian tombs in the Southern Netherlands have disappeared. They 

are merely known from contemporary accounts or from later descriptions, dra-

wings and engravings. My PhD research on Brussels stone sculpture at the time 

of Rogier van der Weyden has revealed a unique sepulchre in the church of 

Beersel (near Brussels) that has clearly been inspired by Burgundian examples. 

The effigy of the man is carved completely in alabaster and that of his wife lar-

gely in Avesnes stone that was originally polychromed. The sculptures are in a 

good state of conservation but, due to erroneous identification and dating, the 

monument has received little attention from art historians. This paper offers, 

from an historical, iconographic and stylistic perspective, a new look on this 

forgotten masterpiece by one of Van der Weyden’s contemporaries. 

Etude du Christ en croix brabançon de San Cristobal de la Laguna à Tenerife. 

Myriam Serck-Dewaide, IRPA-KIK, Brussels

Un grand Christ sculpté (175 x 152 cm) d’origine brabançonne arrive à Tene-

rife au plus tard en 1510. Il est depuis lors, l’objet d’un culte particulièrement 

vivant et continu depuis le début du XVI e siècle. Malgré les processions et les 

nombreuses manipulations et à la différence des œuvres conservées dans 

nos régions, le Christ en croix de La Laguna a gardé une grande partie de sa 

polychromie originale et un état de conservation exceptionnel. La confrérie qui 

se charge de sa maintenance et de sa garde a fait réaliser récemment plusieurs 

études historiques et techniques en vue d’un éventuel traitement. En effet, 

depuis quelques années il est perçu comme venant du nord et proposé comme 

brabançon par Constanza Negrin Delgado. Francisco J.Galante Gómez lui 

consacre ensuite un livre entier dans lequel il suggère l’origine anversoise de 

l’œuvre. La confrérie consciente de la valeur remarquable de l’œuvre et souci-

euse de préserver l’objet matériel sans porter atteinte à sa valeur symbolique 

et cultuelle  a commandé une nouvelle recherche à l’Institut royal du patrimoi-

ne artistique.  L’étude a été réalisée in situ en août 2009. La liaison esthétique 

et stylistique de la sculpture avec l’œuvre de Rogier van der Weyden ainsi que 

ses caractéristiques techniques orientent plutôt  la recherche de son origine 

vers l’école bruxelloise. Des comparaisons stylistiques et techniques avec de 
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nombreux les Christ en croix seront développées. Il me semblait impératif de 

soumettre mes premières impressions aux spécialistes réunis à l’occasion de 

ce colloque. 

SESSION 6

The Seilern Triptych in the Courtauld Institute Galleries: a new investigation 

of its making and meaning

Susie Nash, Courtauld Institute, London

When the Seilern Triptych came to light in the 1940s, its apparently early date 

and style were to help determine directions taken in the debate about the 

relationship between Rogier van der Weyden and the Master of Flémalle. This 

paper reassesses that relationship, and considers the meaning and patronage 

of the work with the aid of a new technical examination and by consideration 

of the triptych’s imagery and style.

The Leuven Trinity. A new look at the 15th-Century Painting in the M Collec-

tion

Livia Depuydt, Pascale Fraiture, Jana Sanyova, KIK-IRPA, and Veronique Van-

dekerchove, M, Leuven

In the preparation for the new museum, several works of art in the M collec-

tions have been studied both from an art historical perspective and from a 

material and technical point of view. One of the most important paintings in 

the Leuven museum is without a doubt the Holy Trinity (before 1450): our new 

study situates this panel in the context of other representations of the Trinity 

in Leuven, in various media.

Though the painting had already been restored and examined with various 

techniques in 1951, a new cleaning and conservation treatment took place 

from the end of 2006 to the summer of 2009. The in-depth investigation inclu-

ded infrared reflectography, radiography, pigment analysis and dendrochro-

nology. An overview of the restoration history and of the new technical and 

technological discoveries is presented in this paper.
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Flesh and Stone: Rogier van der Weyden’s conservative and innovative uses 

of oil paint. Towards an iconography of painterly techniques.

Ann-Sophie Lehmann and Marjolijn Bol, Utrecht University 

The introduction of oil paint as primary medium for panel painting was a 

gradual process that may be traced by analyzing its use for different pictorial 

elements. Skin for example, central to the lifelike depiction of the most impor-

tant subject of painting - the human figure - was one of the last elements to be 

painted with oil. 

In this paper, we will analyze Rogier van der Weyden’s techniques for painting 

human skin and marble and stones. For the depiction of the human body 

surface, Rogier translated familiar layering techniques from tempera pain-

ting to the new medium, only slightly modifying the techniques used by his 

immediate predecessors. While this conservative approach did not yet fully 

explore the mimetic possibilities of the medium, Rogier nonetheless achieved 

a powerful realistic effect. However, next to the more revolutionary approach 

of Van Eyck, which would be adopted by most painters in the course of the 15th 

Century, this paint-system would become obsolete.

In the representation of stone and marble on the other hand, Rogier immedia-

tely exploited the mediums’ abilities to the fullest extent, using multicolored 

transparent layering on top of a paint layer mimicking the texture of stony 

surfaces, as can be observed in the Seven Sacraments altarpiece in the Mu-

seum voor Schone Kunsten, Antwerp. This technique would become a standard 

‘paint-system’ (the way an artist employs a specific layer-buildup and binder 

system to create a certain visual effect) for the representation of stone. 

Studying the technical make-up of different motifs enables us to develop a 

structured understanding of the impact and spread of the influential medium. 

By scrutinizing meaningful and technically challenging motifs in the work of 

Rogier van der Weyden, we can establish how certain pictorial elements migra-

ted from his works and how paint-systems used to depict them travelled along 

or where modified, creating similar or changing visual effects. Moreover, a com-

parative iconography of technique as we propose it here, highlights the close 

connection between the painting technique, visual appearance and meaning 

of a pictorial element in the work of early Netherlandish painters - an aspect 
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often overlooked in both fields, technical art history as well as iconology.

The materials of Rogier van der Weyden and his contemporaries in context

Marika Spring, National Gallery, London

Technical examination of the entire collection of paintings of the Early Nether-

landish School in the National Gallery in London was carried out in conjunc-

tion with the programme for revision of the scholarly catalogue. Subsequently 

the materials and technique of the Early German School paintings in the 

collection have also been investigated, as well as a significant number of the 

fifteenth-century Italian paintings. The wealth of information on the materials 

of fifteenth-century European painting that these studies provided gave a 

valuable context in which to place the results of examination of the works in 

the National Gallery by Rogier van der Weyden and his contemporaries. Some 

interesting new discoveries emerged, such as the use of colourless powdered 

glass as a siccative for oil paint over a wide geographical area.
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PUBLIC LECTURES
Rogier: the painter as a designer for works in media other than oil on panel

Lorne Campbell, National Gallery, London

It is widely accepted that Rogier designed and painted the presentation 

miniature in the ‘Chroniques de Hainaut’ and that he and his assistants made 

designs for sculptures. Recently it has emerged that, probably in collabora-

tion with his friend the architect Gillis Joes, he made drawings for the house 

called the Tinnepot on the east side of the main square in Brussels. It and the 

adjoining five houses were rebuilt in 1441-2. The tomb of Louis of Male, Count 

of Flanders, was erected in 1455 in the church of Saint Peter in Lille; it was 

surrounded by twenty-four bronze images representing Louis’s descendants. 

These figures were almost certainly designed by Rogier but his designs may 

have been used for a series of paintings before being adapted for the Lille 

bronzes. The Procession drawing (British Museum) was probably a project for 

a wall-painting, or perhaps a stained-glass window, made in about 1438 for the 

first Chapel of the Holy Sacrament in the church of Saint Gudula in Brussels. 

The two nearly identical tapestries of The Story of Jephthah in the museum of 

La Seo at Saragossa were almost certainly based on designs made by Rogier in 

about 1460 and show how vital is his place in the history of tapestry-design.

Rogier van der Weyden’s workshop around 1440

Stephan Kemperdick, Staatliche Museen, Berlin

Among the paintings associated with Rogier van der Weyden, there is a group 

of religious works which seem to have been made in the period between the 

late 1430ies and the mid-1440ies. Attributions of the individual panels from 

this group vary in the literature, and there is some vivid dispute about the 

involvement of Rogier’s own hand in the creation of several of them. However, 

more interesting than the question of autograph work or not may be the fact 

that the paintings in question are interconnected with each other in different 

respects. What we can observe is especially a certain way of exchanging and 

varying compositional elements and motifs. Thus these works provide us with 
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an insight into the practice in Rogier’s obviously prolific workshop at the time 

of his growing fame.

 

SATURDAY 23 OCTOBER 2009

SESSION  8

Diptychs and Polyptychs

HélèneVerougstraete, UCL, Louvain-la-Neuve

This paper will discuss frames, articulation and instructions for use and will 

compare  Van der Weyden’s practice with those of van Eyck, Memling and their 

contemporaries.

The IRRs of  the Descent from the Cross in the  Museo del Prado

Ana González Mozo, Museo nacional del Prado, Madrid

The earlier IRRs of  the Descent from the Cross have provided important 

insights into van der Weyden’s drawing methods. In 2006, a CCD prototype 

camera by Duilio Bertani was lent to the Prado Museum. This new camera 

supplied the Museum with data of greater accuracy and, as a result, has given 

us a greater understanding not only of the master’s underdrawing but also 

of his painting technique. The IRR high-resolution images together with the 

high-resolution surface images allow us to study the master’s technique and to 

compare it with those of his contemporaries. They may also assist in resolving 

questions of attribution. 

The Edelheere Triptych. A Contemporary Version of van der Weyden’s Des-

cent from the Cross

Hélène Dubois, IRPA-KIK, Brussels and Veronique Vandekerchove, M, Leuven 
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The earliest known copy (1443) of Van der Weyden’s masterpiece has been 

extensively studied in preparation for the exhibition at M, the new museum. 

It has undergone conservation treatment at the Royal Institute of Cultural 

Heritage (KIK-IRPA) in Brussels, leaving Saint Peter’s at Leuven for the first time 

since 1960. The recent study involved an art-historical assessment and a full 

technical examination of the triptych, whose authorship is still elusive. This 

paper discusses several art-historical and technical issues concerning the 

triptych, such as its unity of style and technique and its relationship to the 

prototype, using recent data from the technical examination.

Rogier van der Weyden and the art of commemoration

Douglas Brine, Center for Advanced Study in the Visual Arts, Washington, DC

Wall-mounted memorials, or ‘epitaphs’, placed above graves were a common 

sight in the churches and cloisters of the Burgundian Netherlands, and many 

still survive today. Most extant memorials are relief sculptures, combining 

figurative imagery with commemorative texts, but it is clear from documentary 

evidence and a handful of surviving objects that they could also take the form 

of engraved brass plates or panel paintings. Although these memorials are 

mostly absent from histories of early Netherlandish art, many of the region’s 

most celebrated artists, including Jan van Eyck, Hugo van der Goes and Simon 

Marmion, were closely involved in their design and execution. 

This paper will examine the participation of Rogier van der Weyden and his 

workshop in the production of wall-mounted memorials. Building on my recent 

work on his involvement with sculpted memorials, the paper will focus instead 

upon memorialising paintings connected to Rogier and his collaborators. It will 

explore the available evidence for these paintings, bringing together a wide 

range of sources and taking into account such issues as the form and function 

of such works, their location, usage, and patronage, and the circumstances of 

their commission. It is hoped that examination of this material will shed new 

light upon an important but neglected aspect of Rogier’s oeuvre.
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SESSION 9

The technical examination of two Rogierian panels from the collection of the 

National Trust at Petworth House 

Rachel Billinge, National Gallery, London

Two fragmentary panels depicting Saint James and a Donor and the Virgin 

Annunciate from Petworth House, Sussex (National Trust) were given by 

Freidländer to Rogier van der Weyden (1967, no.129) but have since been rather 

neglected.  Recent full technical examinations at the National Gallery (Lon-

don) including X-radiography, infrared reflectography and a thorough study 

of the paint surface using a stereobinocular microscope, show that although 

clearly not by Rogier himself the artist was a skilful painter who must have had 

some association with Van der Weyden albeit at some distance.  The results of 

the examinations are presented and compared with results from the related 

paintings at the National Gallery.  The problem of the relationship between the 

Petworth works and the double-sided panel in Berlin of the Archangel Gabriel 

on one side and Augustus and the Sibyl on the other is discussed.

The Job Altarpiece in Cologne: reviewing the technical evidence

Molly Faries, Indiana University 

Traditionally, the four panels of the so-called Job Altarpiece in Cologne have 

been seen as the collaborative effort of two masters, the Master of the St 

Catherine Legend and the Master of the St Barbara Legend. After the waters-

hed exhibition of anonymous Flemish masters (1969), scholars have generated 

many new ideas about both these masters, culminating in recent research by 

Griet Steyaert (2003) and several authors of volume four of the Brussels cata-

logue, Anne Dubois, Géraldine Patigny, and Roel Slachmuylders (2006). Richly 

illustrated with figures of different sizes, animals, landscape, and architec-

ture, the Job panels offer the ideal context for a fuller characterization of the 

underdrawing and painting process of the inventive master who created these 

compositions. This paper will relate the findings of the technical investigation 

to current views. Reference will also be made to comparative works.
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‘Rogerij Belgae inventum’ Rogier van der Weyden’s impact on printmakers 

and their products (1450-1565).

Joris Van Grieken, Royal Library, Brussels

In a letter (1565) to Giorgio Vasari the Liège painter Lambert Lombard called 

the German painter and printmaker Martin Schongauer a student of Rogier van 

der Weyden. Although this assertion is not in accordance with the biographical 

data of both artists, it is clear that from a very early date the style of Van der 

Weyden was  linked to the prints of Schongauer. Many other engravers from 

the initial years of printmaking seem to have been familiar with particular 

inventions from the workshops of Campin and Van der Weyden. This contri-

bution focuses on the role that early prints played in the spread of Rogier’s 

inventions and style throughout 15th-century Europe.

SESSION 10

Le Maître de Monteoliveto, un disciple méconnu de Rogier de le Pasture.

Didier Martens, Université libre de Bruxelles

Dans le deuxième tiers du XVème siècle, un peintre flamand dont nous ig-

norons le nom mais dont le style est clairement reconnaissable a  fourni non 

moins de trois triptyques au monastère napolitain de Monteoliveto . Aujour-

d’hui démembrés, ils sont conservés dans les réserves du Musée du Capodi-

monte, à Naples (voir D. Salvatore, dans: Dialoghi di Storia dell’Arte, 6, juin 1998, 

pp. 4-17). En outre, le Musée de la Chartreuse de Saint-Martin posséde deux 

volets d’un triptyque fragmentaire qui, sans aucun doute, ont été peints par 

le meme artiste. Plusieurs autres oeuvres encore peuvent être attribuées au 

‘Maître de Monteoliveto’, notamment une Sainte Famille du Musée des Beaux-

Arts de Tournai et deux grands volets conservés dans les réserves du Musée de 

Picardie à Amiens (voir mon article sous presse dans: Revue du Louvre, 2009). 

Dans la plupart de ces peintures, on reconnaît des emprunts à des compositi-

ons attribuées à Rogier de le Pasture ou à son entourage immédiat. L’anonyme 

possédait visiblement une connaissance approfondie de la production du 

grand maître bruxellois. Où l’a-t-il acquise? A-t-il été en contact direct avec Ro-
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gier de le Pasture? L’exposé tentera de répondre à ces questions en s’appuyant 

sur de nouvelles attributions au Maître de Monteoliveto

From Brussels to Antwerp: Goswijn van der Weyden and transmission of the 

Rogeresque tradition 

Annick Born and Maximiliaan Martens, UGent 

Goswijn introduced the Rogeresque style into Antwerp painting of the early 

16th c. and thus distinguished himself from the main trend of Antwerp Man-

nerism by defining a particular local current. On the basis of new IRR investi-

gations of works such as the Lisbon Triptych of the Presentation in the Temple 

and the Colibrant triptych in Lier, this study will concentrate on the question 

of how far Goswijn’s workshop practices and painting technique still showed 

similarities with those of Rogier van der Weyden. 

Another question to be addressed is whether the success Goswijn enjoyed in 

Antwerp was related to the quality label ‘inherited’ from his famous grand-

father. The supposed transmission probably took place through Goswin’s 

training in the workshop of his father, Pieter van der Weyden (the Master of the 

St Catherine Legend?). Moving from Brussels, Goswijn first settled in Lier and 

then established his workshop in Antwerp around 1500. He had a son whom he 

named Rogier, doubtlessly to render homage to his grand father. 

Dans la suite de Rogier van der Weyden. Un maître et son atelier au carrefour 

de la tradition et de la modernité  

Hélène Mund, IRPA-KIK, Brussels

La personnalité de Rogier van der Weyden et l’atelier qu’il développa produi-

rent une grande quantité d’œuvres de dévotion dont l’engouement se fit sentir 

jusque bien au-delà de la fin du XVe siècle. A côté des quelques rares collabo-

rateurs du maître dont nous connaissons les noms tels Zanetto Bugatto, Hans 

Memling ou Pieter van der Weyden, la plus grande majorité d’entre eux est 

restée anonyme.

Sans doute, certains de ces épigones n’appartenaient-ils pas nécessairement 
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au cercle étroit de l’atelier. Travaillant au sein de l’école bruxelloise, ils avai-

ent pour objectif de produire des œuvres répondant au goût d’une clientèle 

séduite par le style rogérien une source d’inspiration aisée, sans négliger 

toutefois selon le climat économique, une ouverture aux autres tendances 

du marché. Max J. Friedländer a opéré en 1924 un premier et judicieux classe-

ment sur base stylistique et iconographique, de cette abondante production. 

Cette ordonnance, encore mieux perçue depuis la réédition de son œuvre en 

1967 comportant l’ajout de compléments, a permis d’entrevoir la diversité des 

peintres actifs dans sa mouvance. Le nombre de ceux-ci ne cesse aujourd’hui 

de pouvoir être élargi.

Ainsi, une nouvelle personnalité artistique peut être discernée au départ d’une 

Madone à l’Enfant allaitant de type rogerien appartenant aux collections du 

château du Wawel (inv.596) à Cracovie. Le style bien particulier de son auteur 

permet de reconnaître sa main dans d’autres tableaux et de constituer un 

premier corpus de son œuvre. Celui-ci laisse entrevoir que l’artiste a développé 

une production intensive destinée à répondre aux exigences de la dévotion 

privée. Mais il ne s’est pas limité à la seule tradition weydenienne. Son œuvre 

comprend également des compositions totalement inféodées au maniérisme 

anversois, preuve s’il en est de l’adaptabilité d’un même artiste aux divers cou-

rants du marché dès lors que celui-ci, où qu’il se situe et à quelque tendance 

qu’il appartienne, lui permette d’assurer son emploi.
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