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Most of the authors were pleased with Michael's work,
however, and only very rarely did an author step aside
and not show up again, preferring to publish their un-
kempt papers somewhere else or in their native Dutch,

Thinking of Michael, I think of fifty years of collabo-
ration and continuous confidence in each other’s work,
which must have been rare by any standard. So, was
Michael a saint and did he never annoy me? Phone cails
always came when I had just sat down to dinner: Michael,
will you please not ring when [ am just home from work and
about to sit down and eat? But Michael, of course, would
find no fault in the answer that he knew he could always
catch me at home between six and eight p.m. — and it was
about Simiolus, wasn't it?

Michael was an extraordinary man, severe and very
hard working. He was also a dedicated father, and some-
times, though rarely, he would talk about his private life.
About his youth and his deep dislike of anything that
smacked of religion, and about his arrival in the Neth-
erlands, having been a sailor. So why did you decide to stay

in Holland? And his endearing answer that it j,
because of a gitl, of course. He wanted to be 5 my
at the time, and I still remember hearing him sing :lc
good Dylan cover at a birthday party at Iija Veldr;
place, making music with her husband Jan — alth:
I did not know at the time that he had even TeCoid.
song of his own in the Abbey Road Studios. He loved,
Cirque du Soleil and Ted Hughes's poetry ang rea
Hilary Mantel, and he disliked stuffed shirts and bure
crats, academic or otherwise.
I wiil remember him very warmly, and stil] recgﬁf
smile when [ handed him the glass of wine he dran
the nursing home where he was taken care of in Tjmy;
He was not allowed to have alcohol there, but he Je
could get it for him at the bar, and sipping it cheereg h
up. And he deserved and enjoyed it, and perhaps i ;
Ppleased him to break yet another rule. I will always tjj
of him with gratitude. :
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430 and 1450, Rogier van der Weyden (1399/
-~ ated a set of four panel paintings for Brus-
411! This commission was the largest project
rtist would undertake during his career and
Iy one of his most significant artistic crea-
Srtunately, the entire series of panels and most
ation relating to this project are lost. Originally
¢ Town Hall's so-called Gulden Kamer (Gold-
1), the four panels depicted scenes of justice
& out by historical or legendary figures. From
ight, the panels showed a widow imploring the

mperor Trajan for justice for her son’s murder,
jan ordering the execution of the murderer. This
svwed by two important actions of Saint Gregory
(he first depicted the pope praying to a statue
eter, followed by his discovery of Trajan’s skuli
peror’s tomb in Rome with the tongue mirac-
stact. The series ended with two scenes of the
gure Herkinbald killing his sinful nephew
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t0thank Machtelt Briiggen Israéls, Donal Cocoper, Breghtje
Marti, Carl Strehlke, and Ruben Suykerbuyk for their valu-
and comments on earlier versions of this article.

ate of 1439 is based on a signature that was later tran-
Schneebalg-Perelman, “La tapisserie bruxelloise sous le
ilippe le Bon” in exh. cat. Rogier van der Weyden/Rogier de
eintre officiel de ln Ville de Bruxelles. Portraitiste de la Cour de
Brussels {Musée communal de Bruxelles/Maison du Roi)
2=15, on P. 105; K. Dhanens, Rogier van der Weyden: revisie
menten, Brussels 1995, pp. 63-64; A, Chitelet, Rogier van der
bigmes de la vie et de Foeuvre, Strasbourg 1999, p. 22

_ _Vas, Rogier van der Weyden: The Complete Works, New York

ynally from Rotterdam, Arnold Geilhoven was a member of
l _heim congregation at Groenendaal Priory near Brussels. He
0Lt the stories of Trajan and Herkinbald in his work entitled
i 4 compendium of moral stories for educational purposes.
er Berner Troian- und Herkinbald-Teppich, Bern 1966, pp. 22
Dle Vos, op. cit. (note 2), p. 349; M. Stucky-Schiirer, “Die Ger-

panels by Rogier van der Weyden: A New Source on

and, finally, his receiving the host by divine intervention
on his deathbed after the bishop had refused to adminis-
ter it. The highly unusual iconographic combination was

.introduced specifically for the Brussels context, possibly

in consultation with the Augustinian canon Arnold Geil-
hoven (c. 1375-1442).* Each panel was accompanied on
the bottom edge of the frame by prose in sophisticated
Latin in gold lettering.

This was not an unprecedented commission because
the justice theme enjoyed popularity in the Low Coun-
tries and Germany to provide edifying examples for locat
magistrates.* Nevertheless, Van der Weyden’s panels
were exceptional for the widespread fame they enjoyed,
even before their completion in arcund 1450. The first
attestation of their fame dates from 1441, when a group
of aristocrats went to see the partially completed work
in the Town Hall.® In 1453, Cardinal Nicholas of Cusa
(1401~1464) famously described in his treatise De visione
Dei the experience of recognising Van der Weyden's sup-

echtigkeit des Trajan und des Herkinbald” in E. Lutz, J. Thali and .
Wetzel {eds.), Literatur und Wandmalerei I. Erscheinungen hafischer Kultur
und thre Triger im Mittelalter, r, Freiburger Colloguium vom 2. bis 5, Septem-
ber 1958, Freiburg 2002, pp. 50%-28, on p. 513; Dhanens, op. cit. (note 1),
p. 60. For a broader discussion of his life and this work in particular, see
N. Manz, “Arnold Geilhaven: An Easly Disciple of Petrarch in the Low
Countries”, Journal of the Warburg and Courtauld Tustitutes 32 (1969), pp.
73-108; A, Weiler, Het morele veld van de Moderne Deuotie, weerspiegeld
inn de Grotosolitos parvus van Arnold Gheplaven var Rotterdam, 1423, Hil-
versium 2006,

4 Dhanens, op. cit. (note 1), p. 55; 8. Kemperdick, Der Meister von
Flémalle. Die Werkstatt Robert Campins und Rogier van der Weyden, Turn-
hout 1997, pp. 112—18; idem, “Robert Campin, Jacques, and Rogier van
der Weyden: The Written Sources” in idem and J. Sander (eds.), exh.
cat. The Master of Flémaile and Rogier van der Weyden, Frankfurt am Main
(Stidelsches Museum) 2009, pp. 53-75, 00 pp. 67-68; C. Bliimle, Der
Zeuge im Bild. Dieric Bouts und die Konstitution des modernen Rechtsraumes,
Munich 2011, pp. 77-10L

5 Cetto, op. cit. (note 3), p. 22; Dhanens, op. cit. (note 1}, p. 102.
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posed self-portrait in the panel of Gregory the Great’s
miracle.® More than a decade later, in 1467, the visiting
Bohemian nobleman Jaroslav Lev of Rozmital (d. 1486)
described the panels as “excellentes picturae”.” Such
was the fame of the Justice panels that in 1499 the city of
Brussels ordered that the cartoons be destroyed to pre-
vent them from being sent to other countries.® Around
the same time, a canon from Groenendael wrote that a
short verse on Van der Weyden's immortal excellence
was located close to the four panel paintings.’ Albrecht
Diirer (1471-1528) saw the panels in 1520, while Giorgio
Vasari (1511-1574) and many later authors would note
their fame, sometimes with detailed descriptions.® It is
generally assumed that Van der Weyden’s panels were
destroyed in the bombardment of Brussels by French
troops in 1695, although Elisabeth Dhanens has posited
the theory that they survived until well into the eight-
eenth century.! Today nothing of them remains. Fortu-
nately, the lengthy Latin inscriptions below the panels
have come down to us through a transcription in the trav-
elogue of the Spanish nobleman and poet Juan Cristébal
Calvete de Estrella (d. 1593) who admired the panels in
1549 during a visit to the Low Countries with King Philip
11 (1527-1598) (Appendix 11)."* Thanks to a description
written between 1623 and 1628 by the French traveller
Frangois-Nicolas Baudot Dubuisson-Aubenay (c. 1590-
1652), we also know that Van der Weyden signed the

6 N. de Cusa, De visione Dei (ed. H.D. Riemann), Hamburg 2000,
p. 5. The treatise was written in September 1453: idem, p. ix. See also H.
Kaufmann, “Ein Selbstportrit Rogers van der Weyden auf den Berner
Trajansteppichen”, Repertorium fiir Kunstwissenschaft 39 (1916), pp. 15—
30; E. Panofsky, “Facies illa Rogeri maximi pictoris” in K. Weitzmann
(ed.), Late Classical and Mediaeval Studies in Honor of Albert Mathias
Friend, Jr, Princeton 1955, pp. 392—400; A. Coté, “Les tableaux de justice
de Rogier van der Weyden d’aprés ceux qui les ont vus” in P. Berthiaume
and C. Vanderdorpe (eds.), La passion des lettres. Etudes de littérature mé-
diévale et Québécoise en hommage d Yvan Lepage, Ottawa 2006, pp. 122-27.

7 J. van Gelder, “Enige kanttekeningen bij de gerechtigheidstafer-
elen van Rogier van der Weyden” in Rogier van der Weyden en zijn tijd.
Internationaal colloquium 11-12 juni 1964/Roger van der Weyden et son
époque. Colloque international 11-12 juin 1964, Brussels 1974, Pp. 119-64,
on pp. 121-22; Dhanens, op. cit. (note 1), p. 120.

8 Dhanens op. cit. (note 1), p. 72; A. Rapp Buri and M. Stucky-
Schiirer, Burgundische Tapisserien, Munich 2001, p. 63.

9 Brussels, KBR, Ms. 21858 (Manuale vitae scholasticae), fol. 150;
Cetto, op. cit. (note 3), p. 212.

10 J. Maquet-Tombu, “Les tableaux de justice de Roger van der
Weyden a I'Hétel de Ville de Bruxelles”, Phoebus 2 (1948/49), pp. 178~
81; Dhanens, op. cit. (note 1), pp. 61, 66, 145-146, 148-150, 152 and 155.

11 Cetto, op. cit. (note 3), p. 23; Van Gelder, op. cit. (note 7), pp.
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panels twice and dated them 1439, the year he Probap
began work on them.* v
Despite the panels’ fame, which surpassed that of V.

der Weyden'’s altarpiece The Descent from the Cros in th

Chapel of Our Lady Without the Walls in Leuven durine
his lifetime, their impact on later artistic Productjop is
more difficult to establish because of the loss of the origi.
nal work and most of the associated documentatmn.u
No visual representation of the panels was known untj]
1864, when Alexandre Joseph Pinchart (1823—1884) dis-
covered that they had been copied as alarge tapestry (fig,
1), now in the collection of the Bernisches Historischgg
Museum. Pinchart made this discovery through the as-
tute observation that the tituli running along the bot-
tom edge of the Bern tapestry were identical in almgg
every respect to Calvete de Estrella’s 1549 transcriptiop
of those on the four panels in Brussels Town Hall.'® Sipeq
Pinchart’s discovery, there has been a consensus among
scholars that the Bern tapestry is a contemporaneoys

more or less faithful rendition of most of Van der Wf:y~l
den’s lost panels.'® This insight has enabled later scho-
ars to identify several drawings or studies as instances of
the transmission of iconographic and compositional ele-
ments of the panel paintings. A well-known exampleis a
study from around 1461 by a German draughtsman that
depicts the miracle of Gregory the Great finding Trajan’s
skull and tongue.!” Two other drawings attributed to the

120-21; S. Kemperdick, Rogier van der Weyden 1399/1400-1464, Co-
logne 1999, p. 24; De Vos, op. cit. (note 2), pp. 59-60; Coté, op. cit. (note
6), pp.117-18. Compare with Dhanens, op. cit. (note 1), pp. 6971, 157
and 159-60.

12 His travelogue El felicisimo viaje del muy alto y muy poderoso princ-
ipe don Phelippe was published in 1552. For the entire description, which
includes a full transcription of the original inscriptions, see the modern,
two volume edition, Madrid 1930, vol. 1, pp. 253-61. Dirk de Vos cast
some doubt on the veracity of Calvete's transcriptions. De Vos, op. cit.
(note 2), p. 349.

13 De Vos, op. cit. (note 2), p. 57.

14 Kemperdick and Sander, op. cit. (note 4), pp. 12—17 and 24. For
a recent discussion on the early reception of The Descent from the Cross,
see A. Putzger, Kult und Kunst — Kopie und Original: Altarbilder von Rogier
van der Weyden, Jan van Eyck und Albrecht Diirer in ihrer friihneuzeitlichen
Rezeption, Berlin 2021, pp. 37-78.

15 A. Pinchart, “Roger van der Weyden et les tapisseries de Berne”,
Bulletin de l'Académie royale des sciences, des letires et des beaux-arts de Bel-
gique 17 (1864), pp. 69-77.

16 Ibidem. For a critical assessment of the faithfulness of the Bern
tapestry as a copy, see R.-A. d'Hulst, Viaamse wandtapijten, Brussels
1960, pp. 61-64.

17 Cetto, op. cit. (note 3), p. 104; Rapp Buri and Stucky-Schiirer

Bece panel

ches Historisches Museum, photo Stefan Rebsamen

ymous draughtsman referred to as Pseudo-Aert
ens (act. c. 1510-c. 1540) have also been identified as
Jesible studies after the original panels.'® Finally, there
e the two anonymous panels from around 1521-30 that
the so-called Justice Panel painted by Jacob Waben
go-c. 1634) for Hoorn Town Hall, now housed in the
arby Westfries Museum (fig. 2)."

E BERN TAPESTRY Pinchart’s identification of the
urce of the Bern tapestry revealed that Van der Wey-
en's Justice panels had been copied in woven form.
er since, the place and date of the production of the
ern tapestry have been the topic of lively scholarly de-
ite. A tapestry of such a large scale — it measures 461 x
cm—and of such intricate design would have re-

8), pp. 58-61; L. Campbell and J. Van der Stock (eds.), exh. cat.
T van der Weyden 1400-1464, Leuven (Museum M) 2009, Pp- 244
1d 246.

18 De Vos, op. cit. (note 2), Pp- 348-49; Campbell and Van der
OCK; op. cit. (note 17), cat. no. 3.

- 19 Cetto, op. cit. (note 3), pp. 45-48; Van Gelder, op. cit. (note 7),
P. 126-27.

20 For an interesting discussion of some surviving full-scale car-

S for tapestries, see T. Kane, The Troyes Mémoire: The Making of a
val Tapestry, Woodbridge 2010, pp. 36-38.

21 l_)hanens, op. cit. (note 1), p. 72; S. Schneebalg-Perelman, La

SPisserte des Pays- Bas sous les ducs de Bourgogne, Brussels 2003, pp. 71-73
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sels workshop (?), The Justice of Trajan and Herkinbald, c. 1450, wool and silk, 469 x 1053 cm,

quired detailed cartoons.?’ We know such patroenen ex-
isted at some point, because a 1499 document records
that the city council had them burned to prevent them
from leaving the city. Given this protectionism, it is likely
that the tapestry was produced in a Brussels workshop.
It has also been suggested that Van der Weyden himself
was responsible for the cartoons for the Bern tapestry.!
Other scholars have advanced the theory that the car-
toons originated from the circle of Jacques Daret (c. 1404-
c. 1470) or Pasquier Grenier (d. 1493).%

The documented history of the Bern tapestry can be
traced back to 1461, when it was bequeathed to Laus-
anne Cathedral by George of Saluzzo (d. 1461), Bishop of
Lausanne.?® The tapestry remained in the cathedral until
it was taken in 1536 as war booty to Bern, where it has

and 130-31.

22 Schneebalg-Perelman, op. cit. (note 1), pp. 106-08; Rapp Buri
and Stucky-Schiirer, (note 8), p. 62; A. Stauffer, "Auftragsvergabe und
Verarbeitung von ‘Fertigprodukten’ aus flandrischen Stickwerlcstét-
ten im 15. und 16. Jahrhundert: drei Beispiele aus der Kathedrale von
Lausanne” in idem and U. Bergemann (eds.), Reiche Bilder. Aspekte zur
Produktion und Funktion von Stickereien im Spdtmittelalter, Regensburg
2010, pp. 51-64, ON P. 54.

23 The most comprehensive overview of George of Saluzzo's
extensive bequest to Lausanne Cathedral is found in E. Dupraz, La
cathédrale de Lausanne: étude historique, Lausanne 1906, pp. 24, 87, 117,
131, 173 and 187-92.




166

PHILI
P MUIJ1ypye etice Pan

1
1y
2
4
4
1

2 Anonymous, The Justice of Trajan (left) and The Justice of Herkinbald (right), c. 1521-1530, and
Jacob Waben, The Just Judges (centre), 1622, oil on panel, 133.2 x 202.1 cm, Westfries Museum, Hoorn

been preserved ever since.? While there is no doubt that
the tapestry was created before 1461, the precise date and
place of its production remain under discussion. Most
authors have estimated it to be between around 1445
and 1450 in Brussels or Tournai. However, some schol-
ars maintain that Van der Weyden initially painted only
the two scenes with Trajan, and that the two Herkinbald
scenes were added after 1454 by order of Brussels’ town
council to honour the marriage of Charles the Bold and
Isabella of Bourbon in the city on 30 October of that
year.* This theory would push back the completion of

24 E. Chavannes, Le trésor de I'église cathédrale de Lausanne, Laus-
anne 1873, pp. 55-56; Dupraz, op. cit. (note 23), p. 234

25 This theory was first posited in G. Hulin de Loo, “Les tableaux
de justice de Rogier van der Weyden et les tapisseries de Berne” in Actes
du x1ve congrés international d’histoire de l'art, 2 vols., Basel 1938, pp. 141-
45. See also N. Forti Grazzini, L'arazzo errarese, Milan 1982, p. 12; E. Pan-

Van der Weyden’s Justice series to at least 1455, if not
later. As a result, Nello Forti Grazzini has argued that
the Bern tapestry was created between 1455 and 1461.%
This later date for the completion of the Brussels panels
(and consequently of the Bern tapestry) is countered by
the fact that Cardinal Nicholas of Cusa saw the panelsin
Brussels during a visit to the Low Countries in 1451-52,
which he would describe soon after in De visione Dei.”’

It has been proposed that it was George of Saluzzo
who commissioned the Bern tapestry. Apart from the
fact that he is the first known owner, another argument

that George might have had a taste for Netherlandish
tries showcasing Van der Weyden’s artistic influ-
28 His extensive bequest to Lausanne Cathedral in
1 included a series of four tapestries from Tournai or
els depicting scenes from the youth of Christ. The
rtoons for this series were probably influenced by Van
r Weyden’s work.?® Only one of these tapestries, the
ation of the Magi (fig. 3), survives and is also pre-
tved in Bern.*® On this basis, Anna Maria Cetto has ar-

8 Stauffer, op. cit. (note 22), pp. 51-64.
29 Kemperdick argued that the design for this tapestry was directly
ed by the work of Rogier van der Weyden and Jacques Daret. See
: arti, T.-H. Borchert and G. Keck (eds.), exh. cat. Karl der Kiihne
433-1477): Kunst, Krieg und Hofkultur, Bern (Bernisches Historisches
um) & Bruges (Groeningemuseum) 2008, p. 201

30 This tapestry made its way to Bern in 1536 as part of the same
booty as the larger Justice tapestry. Cetto, op. cit. (note 3), p. 38;
“at. Die Burgunderbeute und Werke burgundischer Hofkunst, Bern
misches Historisches Museum) 1969, pp. 364-65; R. Wyss, “Der

ofsky, Early Netherlandish Painting: Its Origin and Character, Cambridge,
MA 1953, p. 264. Chitelet even goes so far as to discuss the scenes of
Trajan and Herkinbald in separate chapters. Chatelet, op. cit. (note 1)
PP. 143-44 and 188-8g. )
26 F.Joubert, La tapisserie au Moyen Age, Rennes 1981, p. 20; Fortl
Grazzini, op. cit. (note 25), p. 1.
27 Van Gelder, op. cit. (note 7), p. 125.

(h
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3 Brussels, Arras or

Tournai workshop,
Adoration of the Magi,

¢. 1450, wool and

silk, 385 % 368 cm,

© Bernisches Historisches
Museum, photo Stefan
Rebsamen

gued that George of Saluzzo originally commissioned the
tapestry with the Justice scenes for the Castle of Quchy,
where he presided over trials.’» Anna Rapp Buri and
Monica Stucky-Schiirer later proposed that George com-
missioned it for a chapter room in the cathedral complex
at Lausanne.* Both theories have been adopted in later
publications on the Bern tapestry over the years.*
However, given the complete lack of documentary
evidence, it is not certain that George was responsible

Dreikénigsteppich im Historischen Museum Bern” in De bloeitijd van
de Vlaamse tapijtiunst: internationaal colloquium 23-25 mei 1961, Brussels
1969, Pp. 459-72.

a1 Cetto, op. cit. (note 3), pp. 36 and 151; Campbell and Van der
Stock, op. cit. (note 17), p. 266.

32 Rapp Buri and Stucky-Schiirer, op. cit. (note 8), p. 61; Bliimle,
op. cit. (note 4), p. 72

33 A. Mottola Molfino et al. (eds.), Le muse e il principe: arte di corte
nel Rinascimento padano, 2 vols., Modena 1991, vol. 2, p. 62.
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for the production of the tapestry.** As such, some schol-
ars have proposed that he acquired the Bern tapestry via
his extensive familial or ecclesiastical networks. André
de Mandach has argued that the tapestry was created for
Amadeus viir, Duke of Savoy (1383~1451), also known
as Antipope Felix v, in 144c and that he bequeathed it
to George upon his death in 1451.%* George was indeed a
longtime spokesperson of the Savoy court and enjoyed
the trust of prominent members of the ducal family, not
least of all Amadeus.*

Other scholars have argued that the Bern tapestry
was commissioned for a Ferrarese context. They cite a
passage from De politia litteraria {completed c. 1464) by
Angelo Decembrio {1gq15-after 1467) that states that
Leonello d’Este (1407~1450) of Ferrara owned a tapestry
depicting the scenes of Trajan and Gregory the Great.?”
This has led several scholars to argue for the possibil-
ity that Leonello, who is known to have owned a panel
painting by Van der Wevden, also had a tapestry made
after the Brussels panels.®® Some have advanced the
theory that this is the selfsame Bern tapestry.>® Another
factor in favour of a connection with Ferrara is the fact
that George of Saluzzo, the first known owner of the Bern
tapestry, had a familial connection with the court at Fer-
rara: he was related to Leonello’s stepmother, Ricciarda
da Saluzzo (1410-1474).%° This has led Anna Maria Cetto
and Nello Forti Grazzini to suggest the possibility that
George acquired the tapestry via Ricciarda from Leonel-

34 Schneebalg-Perelman, op. cit. (note 1), p. 105. Jezler has even
suggested that the Bern tapestry was begun before George of Saluzzo
becarne involved and that the bishop had a hand in the final stage of its
production. See Marti, Borchert and Keck, op. cit. (note 29), pp. 202-¢4.

35 A. de Mandach, “A propos de cet impénétrable Kissinger du
xve siecle que fut Amédée vin-Felix v: la tapisserfe de son apothéose
pontificale retrouvée a Berne”, Publication du Centre Européen Burgondo-
médianes vy (1976), pp. 113-21.

36 For example, the Duke of Savoy allowed the ceins from
George’s diocese of Lzusanne to be circulated in the Duchy. Rapp Buri
and Stucky-Schiirer, op. cit. (note 8), pp. 28-29.

37 For the original Latin passage, see A.C. Decembrio, De politic
litteraria (ed. N. Witten), Berlin & Boston 2002, pp. 427-28 (VL.68.10).

38 Formore information on Leonello’s payments to Rogier van der
Weyden, see De Vos, op. cit. (rote 2), p. 61 and 137-38.

39 Cetto, op. cit. (note 3), pp. 41-42; Forti Grazzini, op. cit. (note
25}, pp. 11-12.

40 They shared a common ancestor in Tommasso 11 di Saluzzo
(1304-1357). George was a member of a minor branch as he descended
from Tommasso's younger son Eustachio {d. 14¢5). Ricciarda was Tom-
masso’s great-granddaughter.

4% Cetto, op. cit. (note 3), pp. 41-42; Forti Grazzini, op. cit. (note
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lo’s estate after his death in 1450

A closer look at the sources, however, guickly pe
that the evidence for the Ferrara theory is Problery i bt
The credibility of Angelo Decembrio’s account, w fudies have demonstrated.” Lorne Campbgll
suggests the existence of an identical tapestry i, - :ci:ﬂgly argued that the tapestry preserved 1'n
nello’s possession, has been contested.** The deseripgie only such CORY made after Van der Weyden's
makes no mention of the Herkinbald scenes, for eXam; ‘that it came from a context other than Fer-
and the timing of the source cannot be correct, becayg
has been shown that the passage in question wag add
by Decembrio twelve years after Leonello’s death ®
thermore, the surviving inventories of the Este ¢g
contain no description at all that matches with Van ¢
Weyden's panels.* Neither could Ricciarda da Sapy
have played a role in George’s acquisition of such atapes
try because she left the Ferrara court in 1443, years bef;
Leonello’s death in 1450.° The evidence for the the
that Leonello or his stepmother ever owned a tapestry
Van der Weyden's panels, or that it was ever in Ferrary
therefore rather circumstantial and problematic.

The unreliable nature of Decembrio’s account s
has implications for our understanding of Van der W,
den's panels and their reproduction as tapestries. Ther
is no consensus on the number of tapestries thar wes
produced after the famous panels. There are written a
counts from the fifteenth century that might suggest 1
existence of several tapestries with the Trajan scenes’i
the Royal Palace in Evora in Portugal, in a noble coliec
tion in Spain in 14671, and in the collection of Leonelh

ces, however, make no mention of
aor do they account for the fact that scenes
© atice enjoyed popularity in their own right,

The sour

i Ty 48
2 0r Spait- . .
a0 ding debates show that much still remains

sied regarding the artistic impact of Van der

Brussels panels and the provenance of the
: fy. A newily discovered description in a
ptin Cambridge University Library, written
-éﬁ-ﬁan clergyman Matthias Ramung (d. 1478)
amber 1453, now provides evidence that Van
s compositions were known in Rome by the
os-and that the medium of tapestry played a vital

transmission. Moreover, as will be argued,
ent provides evidence on the provenance of
pestry before 1461. The impact of this docu-
oiir understanding of the foregoing can only be

seciated after a detailed discussion of the source
gnd its author.

FTEXT OF THE SOURCE AND ITS SURVIVAL The
jort is contained in a manuscript preserved at
ge University Library {Appendix I). Although
stence of the text was briefly noted in anineteenth-
published catalogue of the University Library

25), p. 12.

42 W. Gundersheimer, Ferrara: The Style of @ Renaissance Despoti
Princeton 1973, pp. 1o4-05 and 119-21; Mottola Molfino et al., op!
(note 33), vol. 2, p. &5; Decembrie, op. cit. (note 37), pp. 9~10.

43 Forti Grazzini, op. ¢it. (note 25), p. 11; Mottola Molfino et a)
cit. (note 33), vol. 2, p. 61-62; Decembrie, op. cit, (note 37}, pp. 5
T. Campbell {ed.), exh. cat. Tapestry in the Renaissance; Art and Magm)“:r
cence, New York (Metropolitan Museum of Art) 2002, pp. 98-99. .

44 Theinventory of the precious objects from the coliection of T4
nello d'Este was drawn up from 1441/2 to 1a50. [t was published in'(
Ameri, Lo specchio del principe. T beni preziosi ¢ if collezionisma di Lionell
d’Este, Genoa 2016, pp. 61-167. See also Dhanens op. cit. (note 1), p. 75
F. Trevisani, I gusti collezionistici i Leonelio &'Este. Gioielli e simatti ent rort
de-bosse a corfe, Modena zo03, pp. 69~-72. Another inventory of text
and tapestries at the Este court was made between 1457 and 1468, 1
was published in Forti Grazzini, op. cit. (note 25), pp. 215-27.

45 G. Pardi (ed.), Diario Ferrarese dall'anno 14091502 di auto
certi, Bologna 1928, p. 27: “*McccexLin, a di xxiv de Octobre, s¢ P2k
tite madona Rizarda, molgiere he fu del marchexe Nicolo, et andet
Saluzo per stare, et portd con lef, tra roba, veste, dinari et zoje, che fu_rn_
estimate ducati sexanta milia.” S

to, op. cit. {note 3}, pp. 38~4x.
','pp. 40-41; Dhanens, op. cit. (note 1), pp. 72-73.
pbell and Van der Stock, op. cit. (note 17), p. 242.
mall part of the description was transeribed in H.R. Luard
alogue of the Manuscripts Preserved in the Library of the Univer-
iridge, & vols., Cambridge 1856-67, vol. 3, p. 250. The famous
and:ischolar M.R. James (1862-1936} later copied this same
with some scribal errors in his individual notes on all the
§ held in Cambridge University Library. See ML.R. James,
shed description by M.R. James of Cambridge, University
M . Hhry (miscellaneous historical texts}”, (2021, online at
w.Iepository.cam.ac.uk/}, no. 40.
#list of the texts it cantains, see James, op. cit. (note 49).
Tawing of Ramung’s coat-of-arms is included in fol. 3, the
first text in the manuscript. See also nos. 48 and 63 in James,

49).

tthizs Ramung was first identified as such by Henry Brad-
93121886}, feltow at King’s College, University of Cambridge.
entification was later taken ever by M.R. James (see note 45).

arious spellings of his name in different publications: Mat-

Mathias, Ramung or (von) Rammung. | have opted for the most
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manuscripts, the content of the text has never been iden-
tified or studied.” The manuscript itself contains a col-
lection of transcribed fifteenth-century documents that
were bound together not long after they were written.*
Most of the texts are by the same person, who identifies
himself in various parts of the manuscript as Matthias
Ramung.®! He was also the compiler and first owner of
the manuscript.> A set of damaged dedicatory verses on
fol. v suggest that Ramung may have bequeathed the
manuscripts to an institutional library at some point but
not enough of them remain to make out the precise con-
text. It is known, however, that Ramung bequeathed his
personal collection of books to the library of Speyer Ca-
thedzal later in life.* This library, which attracted many
scholars from abroad in the fifteenth century, was partial-
ly destroyed by French troops in 1689, after which sever-
al manuseripts were dispersed.* Perhaps the Cambridge
manuscript originally entered the cathedral library as
part of Ramung's bequest and was later removed, but this
remains to be proven.

What is certain is that around t7ce the manuscript
entered the important and extensive library of the bib-
liophile John Moore {1646-1714), Bishop of Ely. Moore
purchased mostly from British book dealers who sourced
their materials throughout Europe®® Unfortunately,
Moore left few detailed records on the acquisition of
individual books, so it is not known how or precisely
when the manuscript was acquired.”® In 1715, less than
a year after Moore's death in 1714, the library was pur-

common spelling, Matthias Ramung, which is also found in contem-
poraneous documents, for example in charters dated 1452, 1457 and
1459 respectively. Landesarchiv Baden-Wiirttemberg, Abt. Haupt-
staatsarchiv Stuttgart, A 602 Nr 11320 = WR 11320; idem, G 20 Bii5 =
A 602 Nr 135; idem, Abt, Staatsarchiv Ludwigsburg, B 186 1 U 216. It
is sometimes spelled Ramming, for example in one charter from 1456.
Universititshibliothek Heidelberg, Urk. Lehmann 307.

53 K. Andermann, “Matthias Ramung. Bischof von Speyer und
Kanzler der Pfalz”, Archiv filr mitteltheinische Kirchengeschichte 74 (2022),
pp- 163-20%, 01 P 197.

54 P.Lehmann, Die mittelalterliche Dombibliothek zu Spever, Munich
1534, P. 48.

55 D. McKitterick, Cambridge University Library: A History. Vol 2:
The Eighteenth and Nineteenth Centuries, Cambridge 1986, pp. 47-152;
]. Ringrose, “The Royal Library: John Moore and His Books” in P. Fox
{ed.}, Cambridge University Library: The Great Collections, Cambridge
1998, pp. 78—-89.

56 The manuscript does not fit any description in the published
1697 inventory of John Moore’s library, attributed to E. Bernard: Cata-
logi librorum manuscriptorum Angline et Hibernae, Oxford 1697, pp. 361~
78and 393-403.
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chased by King George 1 (1660-1727) and donated in its
entirety to the University of Cambridge.?” Since then, the
manuscript has been preserved at Cambridge University
Library.

Ramung stated that he wrote his description on 11
September 1453 (Appendix 1, fol. 138v). Before discuss-
ing Ramung'’s description, it is necessary to give a short
overview of Ramung’s career and activities because they
provide vital information on how he came to produce the
description of the tapestry he saw in Rome in 1453. Ra-
mung’s likeness has come down to us in a miniature pro-
duced for him sometime after his consecration as Bishop
of Speyer in 1464 (fig. 4).*® Ramung is now mostly known
for the ecclesiastical reform he undertook in the diocese
of Speyer and beyond between 1464 and 1478, but much
less was known about his early life and career.* Recently,
Kurt Andermann has unearthed more information about
him.*® Born in Heidelberg around 1417, Ramung studied
in his hometown, gaining his licentiate in canon law in
1446 under the tutelage of Ludwig von Ast (c. 1400-1455),
the most prominent councillor and chancellor to Frede-
rick 1 (1425-1476), Count Palatine of the Rhine and later
Elector Palatine.®' Ramung subsequently remained part
of Frederick’s entourage. In 1450 he was rector of the par-
ish of Boblingen (Baden-Wiirttemberg), which became
a dower to his patron’s sister Mechthild von der Pfalz
(1419-1482) in the same year.*® Not long after receiving
the position in Béblingen, Ramung also became chancel-
lor to Frederick.%® He would remain a close associate of
his two patrons for many years.

57 McKitterick, op. cit. (note 55), pp. 87-152.

58 U. Frommberger-Weber, “Spiitgotische Buchmalerei in den
Stadten Speyer, Worms, und Heidelberg (1440-1510). Ein Beitrag zur
Malerei des nérdlichen Oberrheingebietes im ausgehenden Mitte-
lalter”, Zeitschrift fiir die Geschichte des Oberrheins 121 (1973), pp. 35-145,
onp. 67.

59 F. Remling, Geschichte der Bischife zu Speyer, 2 vols., Mainz
1852-54, vol. 2, p. 138; M. Buchner, “Fin Jugendgedicht Jakob Wimpfe-
lings auf Matthias Ramung von Speyer”, Zeitschrift fiir die Geschichte
des Oberrheins 22 (1907), pp. 478-85; idem, “Die Stellung des kurpfil-
zischen Kanzlers und Speierer Bischofs Mathias Ramung (+1478) zum
geistigen Leben seiner Zeit: Ein Beitrag zur Geschichte des Frithhu-
manismus in Heidelberg”, Neue Heidelberger Jahrbiicher 16 (1909), pp.
80-94, on p. 85; F. Haffner, Die kirchlichen Reformbemiihungen des Speyer-
er Bischofs Matthias von Rammung, Speyer 1961, pp. 2-5; L. Stamer, 9co
Jahre Speyerer Dom. Festschrift zum Jahrestag der Domweihe T061-1961,
Speyer 1961, pp. 293-94 and 298-300; E. Widder, Kanzler und Kanzleien
im Spatmittelalter. Eine Histoire croisée fiirstlicher Administration im Siid-
westen des Reiches, Stuttgart 2016, pp. 400-19.

stice Pan

 Ramung to Rome inlate 1451 and again
brief stay at Frederick’s court in Heidel-
of that year, Ramung travelled to Rome
ns to Pope Nicholas v (1397-1455) on
Le f his patron Frederick and himself.*® His sec-
4 Of. lRome appears to have lasted from August to
.' : mmber 1453, when his petitions were recorded.
g ent his time there transcribing texts and in-
Giss His surviving papers provide an insight into
: g:s-activities during his extended stay in Rome in
bout which little was previously knoyvn. He used
e in Rome to cOpPY various Latin orations and leF-
Som influential authors, which reveal some of his
S interests and his experiences during his second stay
e, For example, a significant part of the texts con-
s the actions of Frederick 111, Holy Roman Emperor
_1493), in Italy before and after his coronation in

Saint Peter's in 1452 (fols. 63v-67v). Not coinciden-
Iy, the emperor was closely associated with Ramung's
ns. The transcribed texts also betray Ramung'’s
t in accounts of the fall of Constantinople earlier
53.% While in Rome, Ramung must have witnessed
Nicholas v's gradual preparation for the announce-
of a new crusade against the Ottoman Empire,
he made with the bull Etsi ecclesia Christi on 30
ptember 1453, only nineteen days after Ramung wrote
s description.®’ It is known that Frederick 1 corre-

= erick S€N

64 Aftera
i February
ubmit petitlo

4 Anonymous miniaturist from Neustadt an der Haardt
(Rheinland-Pfalz), Matthias Ramung as Bishop of Speyer Kneeling
in Front of the Virgin Mary with Child, c. 1465. Landesarchiv
Baden-Wiirttemberg, Stuttgart, Abt. Generallandesarchiv
Karlsruhe, 67 No. 300, 3 nother document frgm 1466 testifies to th'e “besondere Liebe und
andschaft” that Frederick had for Ramung: idem, vol. 1, p. 429. See
0 G. Annas and H. Wolff, Deutsche Reichstagsakten unter Kaiser Frie-
h 111 Vol. 8: 1468-1471, Gottingen 2001, pp. 1130-31.

On 9 October 1451, Ramung submitted a petition to Nicholas v
capacity as Palatine chancellor regarding a parish benefice: Rep-
rium Germanicum 6, p. 431, no. 4251; Widder, op. cit. (note 59), pp.
=08. Afterwards, he probably returned to Béblingen.

Notarial act dated 4 February 1453 mentioning Ramung as a
for a contract between Frederick 1 and his brother, Ruprecht
Palitanate (1427-1480). Original document transcribed in Hof-
ann, op. cit. (note 63), pp. 243-45. In Rome, Matthias Ramung may
VE spent time with the diplomat Johannes von Lieser (d. 1459) who
48 Sent on a mission in 1453 to further Ruprecht’s ecclesiastical ca-
€L Johannes also served as chamberlain to Pope Nicholas v. See T.
Is, Diplomatie, politische Rede und juristische Praxis im 15. Jahrhun-
Der gelehrte Rat Johannes Hofmann von Lieser, Géttingen 2013, pp-
X —46. .Ramu_ng may have gone to Rome again in 1455-56. Repertorium
anicum 7, p. 239, no. 2113.

- 66 Using the Repertorium Germanicum, Widder was the first scholar
"dmo""1edge that Ramung visited Rome in the 1450s: Widder, op. cit.
MOt 59), p. 407-03.

67 See for example Ramung's copy of a letter written by Cardinal

60 Andermann, op. cit. (note 53), pp. 163-200.

61 G. Fouquet, Das Speyerer Domlkapitel im spiten Mittelalter (ca.
1350-1540), Mainz 1987, pp. 128, 140, 258 and 262; Andermann, op. cit.
(note 53), pp. 167-68.

62 For more information on her life and patronage, see H. Mar-
tin, “Erzherzogin Mechthild, Gemahlin Albrechts vr. von Osterreich”,
Zeitschrift der Gesellschaft fiir Beforderung der Geschichts-, Alterthums-, und
Volkenkunde in Freiburg, dem Breisgau und den angrenzenden Landschaften
2 (1872), pp. 145-271; P. Strauch, Pfalzgrifin Mechthild in ihren Litterari
schen Beziehungen. Ein Bild aus der schwdbischen Litteraturgeschichte des
15. Jahrhunderts, Tiibingen 1883; R. Kruska, Mechthild von der Pfalz: im
Spannungsfeld von Geschichte und Literatur, Frankfurt am Main 1989; E-
Frauenknecht and P. Riickert (eds.), exh. cat. Mechthild (1419-1482) i
Spiegel der Zeit, Stuttgart (Landesarchiv Baden-Wiirttemberg) 2019-

63 Andermann, op. cit. (note 53), p. 166. Matthias Ramung €
mained chancellor to Frederick 1 until well into the 1470s. Widder, 0p-
cit. (note 59), pp. 407 and 418. He even reconfirmed his commitment
to the Elector Palatine and his court in 1464. C. Hofmann, Quellen zur
Geschichte Friedrichs des Siegreichen, 2 vols., Munich 1862-64, vol. 1 P:
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sponded with Pope Nicholas v and members of the papal
court regarding the fall of Constantinople, including in
August-September 1453.%® Ramung’s visit to Rome thus
coincided with a politically tumultuous time at the papal
court. It is in this context that Ramung saw several tap-
estries in the pontifical chapel inside the Vatican Palace.

THE DESCRIPTION FROM 1453 As mentioned above,
Ramung stated that he wrote the text on 11 September
1453 (Appendix 1, fol. 138v).® The description (fig. 5),
however, begins with a title that provides more crucial
information about where he wrote it. As the inscrip-
tion at the beginning clearly states, this is a description
of “five woven historie in a dossal in the chapel of Pope
Nicholas v in Rome". The phrase “chapel of Pope Nicho-
las v” may seem to refer to the Niccoline Chapel, which
houses frescoes painted by Fra Angelico (1395-1455) for
Nicholas v between 1447 and 1451. There are, however,
some arguments in favour of a different interpretation.
It is well known that the Niccoline chapel originally had
a dossal, now lost, depicting scenes from the life of Saint
Lawrence, which is very different from Ramung’s de-
scription.”® Moreover, this relatively small chapel could
not have accommodated a large cycle of tapestries.”
Instead, Ramung’s phrase “the chapel of Pope Nicho-
las v” probably indicates that he saw the tapestries in-
side the old capella maior in the Vatican Palace (fig. 6),

[sidore of Kiev (1385-1463) on the fall of Constantinople (fol. 69). L.
von Pastor, The History of the Popes, 40 vols., London 1891-1953, vol. 2,
pp. 275-76.

68 For an edition of a significant part of this correspondence in the
specific given months, see H. Weigel and H. Griineisen, Deutsche Reich-
stagsakten unter Kaiser Friederich 111. Vol. 5: 1453-1454, Gottingen 1969.

69 Ramung possibly wrote the date 11 September 1453 following
the Julian calendar. If so, this corresponds to 24 September 1453 in the
Gregorian calendar.

70 Despite the absence of visual or documentary evidence, we
know this from Vasari's biography of Fra Angelico. See G. Vasari, Vite
de’ pitl eccellenti pittori, scultori e architetti, Naples 1859, pp. 182—-83: “Per
questi tanti lavori, essendo chiara per tutta Italia la fama di fra Gio-
vanni, Papa Nicola v mando per lui, ed in Roma gli fece fare la cap-
pella del palazzo, dove il papa ode la messa, con un deposto di croce
ed alcune storie di s. Lorenzo bellissime, e miniar alcuni libri, che sono
bellissimi.”

71 Smit argues for the possibility that an inventory of 1464 men-
tions a set of ten green tapestries in the Niccoline Chapel. H. Smit,
“Image Building Through Woven Images: The Tapestry Collection of
the Papal Court, 1447-1471" in P. van Kessel (ed.), The Power of Imagery:
Essays on Rome, Italy & Imagination, Rome 1993, pp. 19-30, 0n p. 24.
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5 First folio of the description by Matthias Ramung, 11 September
1453, Cambridge University Library, cod. Hh.1.7, fol. 134v, @ photo
Raffaella Losito, reproduced by kind permission of the Syndics of
Cambridge University Library

72 The phrase is also similar to the references to the capella maior
in documents regarding its embellishment in the 1370s. For the most
complete account of this, see J. Kirsch, Die Riickkehr der Pépste Urban V.
und Gregor x1. von Avignon nach Rom, Paderborn 1898, pp. 108-65 and
239-62. The miniature first was discussed in K. Steinke, Die mittelalter-
lichen Vatikanpaliste und ihre Kapellen. Baugeschichtliche Untersuchung an-
hand der schriftlichen Quellen, Vatican City 1984, pp. 102-03.

73 R. Sherr, “The Papal Chapel in the Late Fifteenth Century” in
A. Busse Berger and J. Rodin (eds.), The Cambridge History of Fifteenth-
Century Music, Cambridge 2015, pp. 446-62, on p. 446.

74 See G. Moroni, Le cappelle pontificie, cardinalizie, prelatzie, s.l.
1841, pp. 8-12; J. O’'Malley, Praise and Blame in Renaissance Rome: Rhet-

PHILIP Mypyp 8 e Panels bY

which was demolished during the papacy (;
Sixtus 1v (1414-1484) to make way for the pre
Chapel.™ The term capella or cappella, in a pa
designated a physical chapel but also the Personng] 4
ated with it and, more importantly, any religioyg s:
or ceremony attended by the pope.”™ The celebratjg
mass in the pope’s presence (often referred tq in Latin
coram papa) increasingly took place in the fifteeng, ;1 18]
tury in the capella maior as the ceremonial centye Ofe
palace complex.™ Ramung must have been aware of ;
double meaning of the term capella, because he - o it :
it twice in the title of his description. We may thyg co P
clude that Ramung was inside the papal chapel op 11 Se :
tember 1453 to attend a service in the presence of Pop 1
Nicholas v himself. The phrase “in dorsali” (in 5 doss;
means that the object was located directly above an gjgan
Ramung wrote that he was looking at tapestrieg pa
explicitly describes the five historie as “texte” (woven'
The word historia was commonly used to describe
individual scenes depicted in tapestries in the fifteenth.
century.” In this period, there was considerable appreé
ciation for and interest in the composition of extensiye:
historie in tapestries accompanied by tituli explaining
the scenes they accompany. A particularly well-docy-
mented example is the elaborate set of instructions for
the production of a set of tapestries for the choir stalls i
the Church of Saint Mary Magdalene in Troyes (Aube)
between 1416 and 1430. Surviving records show the ac-
tive involvement of a local Dominican friar whose task
was to compose the scenes (referred to as hystoires in
the contemporaneous documents) and their tituli for the
tapestries that were to depict scenes of the life of Mary
Magdalene.™ Another example is a fifteenth-century:
collection of eleven written compositions of tituli in
French for a large series of tapestries of the Trojan War, of
which several were made for, among others, Charles the

471~-8
Sent §jg
pal COHt

A c;fthe papal palace complex with the old capella
otruding in the foreground, 1457, Biblioteca Apostolica
na, Vatican City, Ms Vat. Lat. 2224, fol. 98r

; .3{1433;1477), Federico da Montefeltro (1422-1482)
Henry vi1 (1457-1509), King of England.”™ '
¢ was certainly not uncommon to use tapestries as
als in fifteenth-century Europe. One example of a
intentionally mimicking a dossal is preserved in
yal Collections in Madrid.”® A second example is
-called Tapestry of the Three Coronations, commis-
by Cardinal Charles (1433-1488), later Duke of
rbon for Sens Cathedral sometime after 1476. The
for this tapestry, which is smaller than the one in
and which has the typical form of a Brussels altar-
. was probably made by an artist who was strongly
uenced by the work of Van der Weyden. Finally, men-

7 Exh. cat. Rogier van der Weyden/Rogier de le Pasture, cit. (note 1),
33; Rapp Buri and Stucky-Schiirer, op. cit. (note 8), pp. 313-19.
A. Smolar-Meynart (ed.), exh. cat. Age d'or bruxellois: tapisseries
ronne d'Espagne, Brussels (Cathédrale de Saint-Michel) 200¢,
12 and 116; C. Herrero Carretero, Tapices de Isabel la Catélica, Ma-
4, cat. no. 1.

9 Forastudy of the provenance of the Sens tapestry, see L. Saulni-
muit, Les trois couronnements: tapisserie du trésor de la cathédrale de
Paris 1993. The dossal-tapestry commissioned by the bishop of
na was extensively studied in E. Wetter and M. Wolff (eds.), The
oidered Altarpiece from El Burgo de Osma, Riggisberg 2022.

80 Fora discussion of the long tradition that this entity held at the
Court, see M. Ross, The Papal Chapel 1288-1304: A Study in Insti-
Hona and Cultural Change, unpublished PhD dissertation, University
“0llege London, 2013,

1 'The best overview of documented regulations can be found in
i hlmmelpfenmg' Die Zeremonienbiicher der rémischen Kurie im Mit-
“alter, Tibingen 1973,

_'i’l‘ K. Schifer, Die Ausgaben der apostolischen Kammer under Benedikt
S &lemens vi und Innocenz vi (1335-1362), Paderborn 1914, pp. 49-50,

oric, Doctrine, and Reform in the Sacred Orators of the Papal Court, ¢. 1450~
1521, Durtham 1979, pp. 7, 9 and 13-20.

75 The use of the word historia in this context is not unusual. It
was often used to denote the scenes of tapestries. For example, in 1441
a tapestry gifted by Philip the Good, Duke of Burgundy (1396-1467)
to Pope Eugene 1v (1383-1447) was described as containing “trois his®
toires morales”. Smit, op. cit. (note 71), p. 26. It is also used regularly
in a list from 1465 of tapestries lent by Pope Paul 11 {1417-1471) for the
wedding of Alfonso 11 of Naples (1448-1495) and Ippolita Maria Sforza
(1445-1488). E. Miintz, Les arts @ la cour des papes pendant le xvieme et
xviéme siécle, 3 vols., Paris 1878-82, vol. 2, pp. 121-22.

76 Kane, op. cit. (note 20), pp. 22-31.
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tion should be made of the embroidered altarpiece com-
missioned by Pedro de Montoya (1453-1474), Bishop of
Osma.™

The use of a tapestry as a dossal would have been
particularly apt in the context of the old capella maior in
the Vatican Palace (fig. 6). This sparsely furnished space
was used and adapted for many different functions.®” De-
pending on the particular liturgical activities, the chapel
was hung with tapestries and other textiles, as dictated
by strict papal ceremonial orders on celebrations in
capella.®' Numerous records from the fourteenth century
show that textiles, and particularly tapestries depicting
scenes or saints, played a pivotal role in the various uses
of the papal chapel and the celebration of pontifical mass
therein.®? The author Petrus Amelius (d. 1401) explicitly
noted the presence of many tapestries in the chapel on
the occasion of the canonisation of Saint Bridget of Swe-
den (d. 1373) in 1393.% Flemish tapestries gained promi-
nence in Rome in the fifteenth century when the pope
took up residence in the eternal city again. A particularly
important impetus was given at the start of the papacy of
Nicholas v in 1447, when he became the first pope to es-
tablish a workshop in Rome that employed Flemish tap-
estry weavers.®* The old papal chapel saw a similar use
of textiles from this time onwards. For example, in 1463
Pope Pius 11 (1405-1464) purchased a series of twelve
verdure banchali, tapestries to cover the chapel’s bench
seats.® The habit of filling the walls of the papal capella
with a changing selection of tapestries was continued in

212-13, 373-74, 548, 626 and 784.

83 ]. Mabillon, Museum italicum, Paris 1689, pp. 537-38; Patrologia
Latina 78, p. 1359.

84 For more information on Nicholas v and his patronage of tap-
estry weavers in Rome, see E. Miintz, “La tapisserie 4 Rome au xvieme
sigcle”, Gazette des Beaux Arts 14 (1876), pp. 173-77; ] Lestocquoy, Deux
siécles de lhistoire de la tapisserie (1300-1500): Paris, Arras, Lille, Tournai,
Bruxelles, Arras 1978, p. 110; Smit, op. cit. (note 71), p. 21; Campbell, op.
cit. (note 43), pp. 90-91; G. Delmarcel (ed.), Flemish Tapestry Weavers
Abroad: Emigration and the Founding of Manufactories in Europe. Proceed-
ings of the International Conference Held at Mechelen, New York 2002, p.
120.

85 These tapestries were commissioned from the famous tapes-
try weaver Giachetto di Benedetto from Siena who had worked for the
papal court since the 1440s. Rome, Archivio di Stato di Roma, Camerale
1, no. 837, Mandati 1462-1463, fol. 169v (18 June 1463); Miintz, op. cit.
(note 84), p. 319; Smit, op. cit. (note 71), p. 22. See also J. Lestocquoy,
“Eugéne 1v, Jean Fouquet et Grachetto”, Journal des savants 1 (1976), pp.
141-48; Lestocquoy, op. cit. (note 77), p. 110; Campbell, op. cit. (note
43), pp- 90-971; Delmarcel, op. cit. (note 84), p. 120.
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7 Giuliano Amadei, Pope Sixtus 1v Attending Mass Inside the Newly Consecrated Sistine Chapel, c. 1483,

body colour on paper, 10.8 x 16.3 cm, Musée Condé, Chantilly, ® kmn-Grand Palais / René-Gabriel Ojeda

its famous architectural successor, the Sistine Chapel.
The scholar and translator Andrea of Trebizond praised
the new chapel's “walls covered in tapestries and gold”.®
A later miniature (fig. 7) by Giuliano Amadei (d. 1496) for
alost missal of Pope Innocent viiI (1432-1492) shows the
walls behind the benches in the Sistine Chapel covered
with banchali during what may be the consecration of the
newly built chapel on 15 August 1483.3” Amadei’s effort
to include meticulous representations of tapestries and
other textiles underlines their continued importance in
the use of this liturgical space.

Ramung’s written description may seem straightfor-
ward because it starts and ends with inscriptions speci-

86 ]. Monfasani, “A Description of the Sistine Chapel under Pope
Sixtus 1v”, Artibus et Historiae 4 (1983), pp. 9-18, on p. 12.

87 ]. Shearman, Raphael’s Cartoons in the Collection of Her Majesty
the Queen and the Tapestries for the Sixtine Chapel, London 1972, p. 5;]. Al-

fying the content, date and location of writing, and the
described object, but this is deceptive. More explanation
is required about the structure of this written source. Al-
though Ramung explicitly notes at the beginning of the
document that he is describing five historie (scenes), his
text provides no physical or visual information about
the dossal, except that it consists of woven scenes (i.e.
tapestries). Instead, Ramung transcribes a series of fituli
that accompany each of the historie he saw on the dossal.
Moreover, Ramung's division into five scenes does not
mean that he saw them all in one continuous tapestry.
A close reading of the description reveals that the tran-
scribed inscriptions of the five historie can be further di-

exander, “Fragments of an Illuminated Missal of Pope Innocent VI q
Pantheon 38 (1980), pp. 377-82; T. d'Urso et al., Enluminures italiennes:
chefs-d'oeuvres du musée Condé, Paris 2000, cat. no. 12.

Jeast two main separate sets, which suggests
ung saw multiple tapestries. _
. ipscriptions of the first three _hlstone (Appendix
mscr_ 6) constitute a collection of three sepa-
s, 134‘1’( ?passages from Christian and late-antique
wc_:r i,f emperor Augustus. The first one, starting
sraphics (fig. 5), discusses the emperor’s victory over
Isf[YDHV and Cleopatra and the latter’s suicide as
'” py Hugh of Fleury in Historia ecclesiastica.®®
% ic followed by the inscription of the second historia,
} recounts Augustus'’s encounter with the Tiburtine
1 and the apparition of the Virgin and Child, drawing
gily on the accounts from the Legenda Aurea and Mi-
Romae.” The third historia described by Ramung
orification of the first Roman emperor’s work ethic,
d with borrowed passages from Suetonius and Eu-
90 This last inscription, which Ramung marked as
"-against idleness”, might have been independent

’:i {0 at

previous two.

er transcribing the inscriptions from the first three
., Ramung transcribes further inscriptions but
is a clear break with the preceding. He writes that
w “the historia of justice” commences (fol. 136v). The
stice theme takes up the last two of the five historie in
“;y-a escription. Moreover, Ramung's tone changes as he
cribes the subsequent two historie as ornativa (decora-
e) and pulchra (beautiful; fol. 136v). This suggests that
> moved to a different object that was located close or
ext to the previous set. The so-called historia of just-
e starts with an inscription about Gregory the Great’s
iracle of finding Trajan’s skull and intact tongue at the
nperor’s tomb (fol. 136v). Ramung then transcribes an
ption that details Trajan’s encounter with a widow
id his subsequent judgement of her child’s murderer

88 Hugh of Fleury, Historia Ecclesiastica, book 111, v. 19; L. de Ruiter,
Ig0 van Fleury: Historia Ecclesiastica, editio altera: kritische teksteditie,
blished PhD dissertation, University of Groningen, 2016, p. 47.
See . de Voragine, Legenda Aurea (ed. J. Grisse), Leipzig 1850,
Grésse, Beitriige zur Literatur und Sage des Miftelalters, Dresden
P-7

90 The section Tertia: contra ocium (Appendix, fol. 135v-136), which
the story of emperor Augustus, is a reworking of the biography
cmPf!}'Or Octavian Augustus as found in Suetonius (v. 1-101). The
8¢ “in bello felicior nec in pace moderacior” (fol. 136r) in the same
tlon of Ramung'’s description is almost identical to a phrase from
TOp1s, Breviarium Historiae Romanae (ed. F. Ruehl), Leipzig 1887, pp.
56=57 (book vy, 8),

91 The first known documentary appearance of the legend of
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(fol. 137). The fifth and final historia consists of inscrip-
tions of two scenes: Herkinbald stabbing his criminal
nephew to death (fol. 137v), and his being denied the host
on his deathbed but miraculously receiving it anyway
(fols. 138r-v).”"

The inscriptions of the last two historie represent
highly unusual iconography for the context of the papal
capella maior in Rome. In fact, the combination of these
particular stories from the lives of Trajan, Gregory the
Great and Herkinbald is identical to those chosen for
Van der Weyden's panels in Brussels. This is not the only
similarity. Upon closer inspection it becomes clear that
the texts of the final two historie in Ramung’s document
are more or less identical to the inscriptions of Van der
Weyden'’s panels, which have come down to us through
the 1549 account by Calvete de Estrella (see Appendix 11)
and the long description by Dubuisson-Aubenay from c.
1623-28.

A quick comparison, however, of Ramung’s transcrip-
tion with those found in the aforementioned travel ac-
counts shows systematic morphologic differences with
the inscriptions on the original Brussels panels. The very
same morphological and syntactic differences from Cal-
vete de Estrella’s account from 1549 are also found in the
tituli of the Bern tapestry.”* Ramung’s transcription and
the tituli on the Bern tapestry are exactly the same and
deviate from the original Brussels inscriptions in exactly
the same places. Apart from some minor spelling mis-
takes on Ramung’s part, the only notable difference be-
tween his text and the tituli on the Bern tapestry is that
Ramung starts on fol. 134v with the inscription detail-
ing the scene of Gregory the Great’s miracle at Trajan’s
tomb, which is the second part of the Bern and Brussels
inscriptions. The explanation for this, however, is given

Herkinbald is found in Dialogus miraculorum (1219-23) by Caesarius
of Heisterbach (118c-1240). Cetto, op. cit. (note 3), p. 134; Rapp Buri
and Stucky-Schiirer, op. cit. (note 8), pp. 66-68; A. de Mandach, “A
propos de Césaire de Heisterbach (manuscrit de Bonn), Rogier van der
Weyden et une tapisserie de la légende de la “Justice d’Archambaud”,
Publication du Centre Européen d'Etudes Burgondo-médianes 13 (1971), pp.
106-14. His legend appears to have come from Brussels. L. Hibbard,
“Erkenbald the Belgian: A Study in Medieval Exempla of Justice”, Mod-
ern Philology 12 (1920), pp. 129-38; C. Dodgson, “An illustration by Hol-
bein of the Legend of Herkinbald”, Journal of the Warburg and Courtauld
Institutes 3 (1940), pp. 241-43.

92 A complete transcription of the tituli of the Bern tapestry can
be found in Cetto, op. cit. (note 3), pp. 10-12; De Vos, op. cit. (note 2),
Pp- 350-51.




176

by Ramung himself. He writes explicitly on fol. 136v that
he mixed up the order of the first two scenes, and that the
story of Trajan’s encounter with the widow and his pun-
ishment of her son's murderer preceded that of Gregory
the Great.

Thus, the five historie that Ramung saw cannot have
been part of a single object. He must have seen them in
scparate tapestries suspended on a dossal in the papal
chapel. It remains unclear how Ramung could have seen
several tapestries on only a single dossal. Perhaps they
were suspended one above the other? Or was the dossal,
which could take on many forms in the fifteenth century,
particularly large? The height of the old papal chapel,
though lower than the current Sistine Chapel, could cer-
tainly have accommodated this. This might explain Ra-
mung's initial confusion of the order of the scenes in his
writing: he must have moved his gaze from one tapestry
to the other while looking up from his papers and tran-
scribing at the same time. The spelling mistakes suggest
that Ramung hurriedly transcribed the tituli while stand-
ing in front of the altar and its dossal.

These are not the only similarities to suggest that the
Bern tapestry is the one that Ramung saw in September
1453. There is also historical evidence that points in a
similar direction. The ecclesiastical career of George
of Saluzzo, the first known owner of the Bern tapestry,
took him to the papal court in Rome at the same time
that Ramung was visiting. After making an official visit
to Nicholas vin 1449, George became a frequent guest at
the papal court throughout the 14508.** He even relocat-
ed from his diocese of Lausanne to Rome sometime after
14 November 1453, very shortly before or after the end of
Ramung's stay.* George became a significant presence
at the papal court because, in 1455, Pope Callixtus 111
(1378~1458) conferred on him the prestigious position of

93 5. Guichenon, Histoire généalogique de la royale maison de Savoie,
4 vois., Turin 1778-86, vol. 4, p. 340. During this same visit Pope Nicho-
las v cemented his refationship with George by granting him permis-
sion to make his testament on 3 fuly 1449. For a transcription of the
original charter, see C. Wirz, Buller und Breven aus ftalienischen Archiven
1116-1623, Basel 190z, p. Ixxv. For more information and context, see
A Wildermann, La visite des églises du diocése de Lausanne en 1453, Laus-
anne 1993, p. 32; Rapp Busi and Stucky-Schiirer, op. cit. (note 8),p. 28,

94 In December 1453 he petitioned the pope to tule in his favour in
a dispute he had with the Bishop of Basel. Wildermann, op. cit. (note
93}, pp- 32~34.

95 This appointment took place on 21 April 1455, the day after Cal-
lixtus 121 was consecrated as the new pope, He would relinquish this
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the guardianship of the Castel Sant'Angelo.% The biéhg.
remained an active and influential figure in papa; cireli
in subsequent years.”® He was Vice-Chamberlajy of th
Church until his permanent return to Lausanne in ]'
1461.%7 George was thus present onty weeks after Ramiy
saw a tapestry whose tituli precisely match those of th
tapestry that George would later own in 1461, Suppors
by the very plausible theory that Van der Weyden's iusf
ice panels were copied as a tapestry only once, T ap4:
that the tapestry that Ramung saw on 11 September ig
is probably the one that George would later bequeath
Lausanne Cathedral and which is now preserved ip Berm
(fig.1). :

fven his position at the papal court and the high
"m‘ which he was held by successive popes, it is
{Hat the tapestry was given to George while he
gome. 180, this gift must have taken place some-
cen his move to Rome in late 1453 and his re-
usanne in 1461. Gifts of large tapestries were
'+ not uncommon in fifteenth-century Italy. One
fied example of this is a tapestry depicting a
o the story of the fictive characters Gerart and
ﬁ “now preserved in the Musei Civici in Padua.®

stinately, Ramung's description does not tell
hen and why the tapestry arrived in the place
o saw it. Could Van der Weyden's supposed visit
in 145¢ have played a role in the presence of
aven copy of his Brussels panels? Might he have
¢ ¢cartoons or even the completed tapestry with
2 workshop in Brussels? However, the evidence
Zitist's presence in Italy remains debated. The
afhis supposed visit to Italy in 1450 goes back to
smeo Facio's biography of the artist in De viris il-
45 (1456). But documentary evidence, including
meitits to the artist, strongly suggests that he was not
m:145o, grifso, only for a very brief period. More-
the credibility of the description in Facio’s dialogue
sished by the fact that it was written years after

THE PROVENANCE OF THE BERN TAPESTRY Ramup
description proves that at the heart of papal courtly rityg
in Rome there was, at least for a brief time, a tapeét}y
that was a rendition of Rogier van der Weyden’s famii
panels for Brussels Town Hall. Moreover, the precedis
analysis of the description strongly suggests that the tas
estry that Ramung saw can be identified as the one p
served in Bern (fig. 1). This leaves us with the question g
how the tapestry that Ramung described came to be'i
the capella maior in 1453. 5
If Ramung saw the tapestry in the Vatican Palace, di¢
George of Saluzzo own it before 14537 As discussed edrli
er in this article, several scholars have argued that Georgy
did not commission the tapestry but that it passed iny
his possession via his extensive networks. Indeed, res:
toration reports held at the Bern Museum show that thy
five coats-of-arms along the top edge, the only material
evidence of George’s ownership of the tapestry, were ap
plied after the tapestry was finished, with threads of
different weave.”® Did Ramung view the tapestry before
it was in George's possession? Or did the latter alzea_djr

the tapestry made its way to the papal court in
1 the early 14505 thus remains an open question.
lieless, the preceding discussion of the historical
ions between the Bern tapestry, Matthias Ra-
George of Saluzzo, and the papal court allow us
ke some important new observations regarding the
ional fame of Rogier van der Weyden's Justice

position within a year. Wildermang, op. cit. (note 91}, p. 34.

96 For example, on 27 April 1457 George represented Cardin
Ludovico Trevisan (1401-:465}, cardinal-protector of San Lorenze i
Damaso. Florence, Archivio di Stato di Firenze, Fondo Martelli, Per:
gamene, 10. 29.

97 Documentary evidence of his activities as Vice«Chamberla_l
for the period of 1458-61 at the papal court can be found in Rome; A%
chivio di Stato di Roma, Camerale 5~ Quietanze per comuni e ming
servizi, veg, 1123 and 1124, :

98 Joubert, op. cit. {note 26}, p. 20. Since its acquisition by the BEF
nisches Historisches Museum in 1894, the Bern tapestry has underg!
twe restorations, in 1959-60 and 1997 It was during the first restora
tion, carried out by Mmnte Flury-Lemberg, that the coats-of-arms wel‘

e In her restoration report she confirmed that the coats-of-
cere made of a different weave and were applied afterwards with a

S'expert hand. [ would like to thank Dr Susan Marti for mak-
5;? _documents available to me. Jozef Duverger came to the same
1012 a8 the restoration reports witheut having consulted them.
Tget, “Enkele gegevens betreffende Rogier van der Weyden en
g it Rogier van der Wepden en zifn tijd, cit. (note 7), pp. 83-102,
- See also Rapp Buri and Stucky-Schiirer, op. cit. (note 8}, p. 52.
b Hulst, op. cit. {note 16), pp. 7-16; N. Fortini Grazzini, “Alcune
Tazioni sull'Incontro di Fromont e Gerart dopo il restaurn” in
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NEW LIGHT ON THE jUSTICE PANELS IN BRUSSELS  While
Rogier van der Weyden's Justice panels for Brussels Town
Hall were one of the artist’s most famous works during
his lifetime, much still remains shrouded in mystery.
This article has presented a description by the German
clergyman Matthias Ramung from 1453, which provides
answers to some questions and opens new avenues for
future research. Ramung's description of the tapestries in
the old capella maior in Rome is, first of all, a new and par-
ticularly elaborate source on the way in which Van der
Weyden's work was spread throughout Europe. While
much scholarly attention has been paid to how the art-
ist’s work came to be reproduced in many other parts of
Europe, the network that facilitated this transmission
still remains elusive. Ramung’s description now pro-
vides a concrete example of how one fifteenth-century
abserver came into contact with Van der Weyden's work
in Italy. His description provides us with a documented
case of the transmission of Van der Weyden's work via
the medium of tapestry. Although it is well known that
tapestries played a vital role in the circulation of Flem-
ish painted works of art, it is stili rare to find written ac-
counts that explain the context and the network through
which this transmission occurred. Moreover, given the
date of the description, 11 September 1453, we get an im-
pression of the relative speed with which Van der Wey-
den’s work became known abroad during his lifetime.
If the Brussels panels were completed by 1450, then the
tapestry must have been produced and subsequently
transported to the old capella maior in Rome within only a
couple of years. What makes this case even more special
is that there is a close connection with the Bern tapestry,
which has an unusually weil-documented provenance. A
careful comparison of the surviving inscriptions from the
Brussels panels with those of the Bern tapestry and those
witnessed by Ramung strongly suggests that the Ger-
man clergyman saw the Bern tapestry in the papal chapel

F. Pellegrini (ed.), L'Incontro di Fromont e Gerart e il suo restauro, Padua
2006, pp. 23-47; R. Benedetti, “Jourdain de Blaye sul hordo del visibite
parlare” in idem, pp. 49-59.

100 E.Kantorowicz, “The Este Portrait by Roger van der Weyden”,
Journal of the Warburg and Courtandd Institutes 3 (1940), pp. 178-80; Mot-
tola Molfino et al, op. cit. (note 33}, vol. 1, p. 314; Dhanens, op. cit.
{note 1), pp. 15-16 and 74-76; De Vos, op. cit. {note 2), pp. 6a—61; T.-H.
Borchert (ed.), exh. cat. The Age of Van Eyck: The Mediterranean World
and Early Netherlandish Painting r430-1530, Bruges {Groeningemu-
Sewm) 2002, p. 110,
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in Rome in 1453. The provenance of the Bern tapestry,
which begins with George of Saluzzo, further allows for
this possibility because he had very close ties with the
papal court at the time of Ramung’s visit. Finally, the ma-
terial presented in this article illustrates the importance
that was attributed to tapesiries as prime examples of
material and artistic quality. While surviving examples
can only give us so much information about the use of
tapestries in the fifteenth century, Ramung's description
allows for a glimpse into the more ephemeral use of these
intricate and impressive works of art.

UNIVERSITE CATHOLIQUE DE LOUVAIN
LOUVAIN-LA-NEUVE
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Appendix I — Matthias Ramung’s description of |
the tapestries in the papal chapel at the Vaticay,
{11 September 1453) :

" dierum postulavit inducias et ad se vocare
gentern sibillam triburtinam sibi quod sena-
sant recitavit que spacium trium dierum petiit
Sponso deliberandam Et post triduum imperatori
;1 respondit quod superius i?ius ymago os_tendit

ertum est celum et nimius splendor isrupit
s et vidit in celo circulum aureum circa salem
frginer pulcherrimam sedentem super aram
erjentem in brachiis et miratus est nimis et au-
m verborum qui statim procidens prout in ter-
i adoravit et ei thura obtulit et postea se non
an adorari sed neque dominum vocari promisit

fiit facta in die natalis Christi in camera Imper-
onie in Capitolio Anno vite sue Ixiii Imperature
archie anno xxsii

Cambridge University Library, Ms. Hh.1.7, fols. 3 4‘,'
138v.

(fol. 134v] Quinque sequentes historie Rome 5 Cépe
domini Nicolai pape quinti in capella eiusdem in darg
quodam scilicet texte et cetera. :
Octavianus Romanorum Imperator rexit imperi;
cum anthonio lepido annis xii qui anthonius repudiaty
sprleta sorofe octaviani copulavit sibi matrimonig egj
reginam et cum ex inductione et ordinacione cleepé
bellum octaviano indixit Eum intellegens regine neg
cias et signum audiens romanorum motuum prudeyy
cogitavit huic rei obviare principio et agilis et vigil veni
ab Ridendusis in egiptum cum trecentis navibug:
galibus populo et cibariis bene onustis Anthoniug v
octaviani percipiens adventum et resistere cogitang
tavianum cum egipti apprehendit littus Sed cum ve
tum est ad prelium et augusti classis cepissent znthy
turbare navigium Eidem cernens cleopatra regina ¢
aurea puppe et purpuro velo prima cepit fugere qua
fugentem videns anthonius cito secutus est Qui infe
gens octavianus celeriter et fortiter cum omni potestats
vestiga eorum insequitur Anthonius vero videns aug
tum tam fortiter instare et nimium appropinquare timen;
abeo deprehendi propter se manum interemit Regi ;
autem [fol. 135] cleopatra anthonium audiens mortuw
ad pedes Augusti provoluta temptavit oculos eius luxy
ria efus sic anthonium credens vincere sed spreta ab'eg
desperavit qued augustus pio signo triumphi fecit obs
vari Que incaute custodita ad mortem sibi serpentibis
VENeno mortua est anno vite augusti xxxiii Imperature xi

ntra ocium
1s augustus Imperator fuit forma corporis exi-

atate venustissimus sernper pacis amator et Tusti-
tribitor severissime regens disciplinam militarem
atem et magnificenciam omnibus exhibuit et am-
1os iobiles magnos et potentes sic voluit esse Rome
S hire essent cum ceteris et legibus iudiciariis eque
tir amiciciam non facile amisit sed constantis-
fuit et sic erga [fol. 136] eciam subditos clementie
¢ et civilitatis extitit bellum suscipiendum omni-
Vit nisi cum maius emolimentum guam dampni
sideretur veste non alia quam comuni domestica
‘minimi erat et cibi parcissimus ebrietatem ut
m fugiens et frenesi assimilans eloguenciam et
iberalia ab etate prima cupide et jaboriosissime
vit et in tantum dilexit ut omni die autem legeret
aut dictaret ita ut diceretur fovere ingenia seculi
i mortem esse asservabat et in tantum dilige-
liam propriam neptes ne ocio torperent lanificio

Monarchie anno primo e faceret Romam in edificiis et legibus renovavit
edio virtutis miscuit ut diceretur non minus vicia
Secunda ere iustus quam virtutes digne prosecutus tanto

tonore vitam finivit ut a Romanis nullus romano-
anperatorum nec in bello felicior nec in pace mod-
or-sibi fuisse dicatur qui obiit anno vite sue fxxvii
erature lvi Monarchie xliiii [fol. 136v]

Octavianus Imperator Romanorum cum esset tanie phlw
chritudinis et precipue in oculis quod nemo cum vol
erit intueri et tante potestatis qui totiur mundum dicioni
Romane subegit est eciam tante virtutis qui pacem per
universum orbem fecit in tantum senatui placuit ut ea
pro deo colere vellent dicentes te volumus adorare pro
deus in te est per quem hec omnia facis Pendens autent
Imperator mortalemn se intelligens nominee dei et it
mortalitatem sibi renuit usurpare et pro remedio inve

Tia iusticie ornativa et quarta

mortem Traiani lapsis annis plusgluam] quadrin-
118 quinquaginta sanctus papa Gregorius primus ca-
am-beati petri digne conscendit Qui dum quadam
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vice in urbe Roma forum traianum et secus eius colump-
nam pertransiens ac prefiguratum atque cetera illius
studia memoratus quod illa coram deo sub oblivione
transissent mestus pergens ante altare in conspectu dei
prostratus errorem tam justi judicem tam mansueti im-
peratoris et si verbo non auderet corde tamen sic deum
suppliciter orans Traiani parce errori Clemens miseri-
cors domine quoniam judicium et justiciam fecit in omni
tempore qui pro ut oriens simul et occidens simul at-
testatur tandem hoc divinitus responsum recepit flentis
tui peticionem complevi Traiano licet pagano peperci
cui veniam do sed tu diligenter cave ne pro quocumque
dampnato deinceps orare presumas et cum beatus gre-
gorius rem tam difficilern a deo suis precibus impetrare
meruisset corpus traiani iam versum in pulverem rev-
erenter detegens linguam g eius quasi hominis vivi in-
tegram adinvenit propter iusticiam quam lingua sua
percoluit pie creditur contigisse

Pars sequens debet precedere partem super [iam] scrip-
tam

[fol. 137] Quodam tempore Traianus Romanorum Im-
perator ritu paganus sed alias iusticie cultor precipuus ad
beflum cum magno exercitu festinans equum ascendisset
quedam vidua pedes ipsius apprehensa illum flebiliter in-
terpellavit ut eam de quodam qui innocentem eius filium
occiderat vindicare dignaretur Cui Imperator Mansueto
vultu respondens ait reversus de bello satisfaciam tibi
quid inquid illa si non redieris Cui traianus faciet tunc
ille qui post me regnaturus est At illa quid hoc tibi pro-
derit tu michi justicie debitor es nec te liberabit justicia
aliena ffac tu pro te quod tibi prosit melius enim est tibiut
tu justicie mercedem accipias quam illam transmittas ad
alterum [s itaque tanta est toctus orbis monarcha pietate
commotus mox ab equo descendens exercitum detinuit
donec causa debite ac pleniter examinata condigna sat-
isfacione esse viduam consolatus quo facto traianus ad
bellum proficiscitur et post ingentem victorie gloriam a
perside rediens pro fluxu ventris extinctus est cuius ossa
delata in foro sub columpna centum xl pedum in urna
aurea magnifico cultu sepulta leguntur.

[fol. 137v] Historia pulchra et quinta.

Herkinbaldus vir magnificus perpotens et illustris in
iudicio personas non acceptans causam pauperis ut po-
tentes agniti tamgam ignoti super equa fance indicavit
Hic dum 1 graviter infirmus lecto decumberet in proxima
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camera tumultum rigidum clamoresque femineos exau-
divit Cui quid nam esset sciscitanti ab omnibus celata
est veritas Sed tandem quidem ex pueris ut veritatem
panderet sub oculorum evulsione commonitus pavens
asseruit respondendo ffilius sororis vestre quem omnes
post vos primum timent colunt et venerantur pueliam
oppressit et hec fuit c[aus]a clamoris Quo audito et re
plene cognita senior suum nepotem carissimum sus-
pendi mandavit Quod senescalcus cui id iussum fuerat se
facturum similans egressus inveni nunciavit ammonens
eum ut ad tempus lateret Post horas autem aliquot se-
nescalcus ad infirmum rediens se implesse quod iusserat
mentitus est Quinto vere die iuvenis estimans avuncu-
lum de culpa immemorem Aperto hostio camere intro-
spexit quem ut infirmus vidit blandis verbis advocans ad
lectum reclinare promisit Herkinbaldus [fol. 138] itaque
capillorum arrepta ceserie sui consanguinei capud plena
manu retorquens et dextera cultellum gutteri eius valde
infigit zelo iusticie occidit eiusdem Sane dum morbum
Herkinbaldus letiferum esse persensit vocatur episcopus
cui postquam cum sacramentis advenisset Infirmus cum
lacrimis multis et magna cordis contricione omnia pec-
cata sua nude confessus est tacito dumtaxat morte quam
paucis ante diebus suo cognato inferebat Super quo epis-
copus eum redarguens dixit quare celas homiciditm quo
nepotem de manu tua peremptum vita carere fecisti ad
quod infirmus respondit ait neque hoc peccatum esse
iudico neque id michi a deo remitti deposco Cui episco-
pus confitere crimen et deus miseribitur tui alioguin ab
edulio te corporis Christi convenit abstinere At ille vir
nobilis dixit attestor deum quod nepotem michi caris-
simum nen livor non odium sed justicie scelus traxit ad
mortem Et si obid viaticum michi negaveris spero saltem
spiritualiter communicari que audito et languente sac-
ramentaliter non referto Episcopus recedebat cui mox
revocato dixit [fol. 138v] infirmus si in cappella sit sac-
ramentum corporis perquire et dum aperta pixide eucha-
ristia non appereret subiunxit egrotus ecce guem michi
abnuens tecum portasti non se michi denegavit et iliico
apertis dentibus hostia in ore illius palam oribus demon-
stratur Quod ut vidit episcopus magnificans tantum mi-
raculum quod divina dispensacione ob meritum iusticie
factum non ambiguitur ad aures Christi fidelium pervigili
cura deduxit
Rome xi septembris Liii
m Ramung .... deo laus

PHILIP MUI}T o aﬁeis b

Appendix IT — Calvete de Estrella’s transcripiigy
the inscriptions on Van der Weydens Justice
in Brussels Town Hall

Juan Cristobal Calvete de Estrella, El felicisimo vidje g,
muy alto y muy poderoso principe don Phelippe, Madrigy,
(ed. princ. 1552}, vol. 1, pp. 254-60: :

onuersum in puluerem reuerenter detegens
s quasi hominis viui integram adinuenit,

Pane] ! e
: o fustitiam, quam lingua sua percoluit, pie

ntigissﬁ- ] . .
Laldus vir magnificus, praepotens et illustris
b

personas 100 atccepFans causam pauperis,.ut
gnati, tangam 1gnot1, semper aequa lance fu-
dum graviter infirmus lecto discumberet in
era tumultiim rigidum, clamoresque foemi-
(diuit. Cui, quidnam esset, sciscitanti ab omni-
ast veritas: sed tandem quidam ex pueris, ut
iceret, sub oculorum evulsione commonitus
etit, respondendo. Domine, filius sororis ves-
s omnes post te primum timent, colunt, et ven-
Liellam oppressit, et haec fuit causa clamoris.
iig et re plene cognita, senior suum nepotem
i suspendi mandauit, quod senescallus, cui
fuerat, se facturum simulans, egressus iuveni
t, admonens eum, ut ad tempus lateret, post
et aliquot senesealtus ad infirmum rediens se
'quod iusserat, mentitus est. Quinto vero die
stimans avunculum de culpa immemoren ap-
&' camerae introspexit, quem, ut infirmus vidit,
verbis advocans ad lectum reclinare permisit.
baldus itaque capillorum arrepta caesarie sui
inei, caput leua manu retorquens et dextra cul-
5 gufturi eius valide insigens zelo iustitiae occidit

Quodam tempore dum Traianus Romanus imperatg
paganus sed alias iustitiae cultor praecipuus ag bell
cum magno exercitu festinans equum ascendisset, i
dam vidua pede ipsius apprehenso illum flebiliter irft
pellauit, ut eam de quodam, qui innocentern eiug il
occiderat, vindicare dignaretur. Cui imperator Mangy
vultu respondens, ait. Reveresus de bello satisfaciamﬁ
Quid, inquitilla, si non redieris? Cui Traianus, faciet
ille, qui post me regnaturus est. At illa, quid hoc tib; p
derit, tu mihi iustitiae debitor es, nec te liberabit jugt
aliena, fac tu pro te, quod tibi prosit, melius enim estt
ut tu iustitize mercedem accipias, quam illam transmi
tas ad alterum. His itaque tamntus et totius orbis muaie
pietate commotus, mox ab equo descendens exerci
detinuit, donec causa debite, ac pleniter examinate ¢
digna satisfaction esset viduam consolatus. Quo facty
Traianus in bellum proficistur, et post ingentem victori
glorian a preside rediens profluxu ventris extinctus eg
cuius ossa Romam delata in foro suo sub colurmna cén
tum quadraginta pedum in urna aurea magnifico ciik
sepulta leguntur. ﬁ

Post mortem Tralani lapsis annis plusquam quad
ringentis quinquaginta, sanctus papa Gregorius prim
cathedral beati Petri digne conscendit, qui dum quadam
vice in urbe Roma forum traianum et secus eius colum:
nam petransiens, ac praefiguratum, atque coetera iusi
titiae illius studia memoratus, quod illa coram deo st
obliuione transiissent, ingemuit: statimque, ad bas
cam sancti Petro moestus pergens ante altare in coi
spectus Dei prostrates, errorem tam iusti iudicis, tamqﬁ_
manuseti imperatoris amare defleuit, et si verbo noi
auderet, corde tamem sic Deum suppliciter orans. Tra
iani parce errori, pie Clemens et misericors Doming
quoniam iudicium et iustitiam fecit in omni tempere, g4
prout oriens simul et occidens attestator, tanderm hot
divitus responsum accepit. Flentis tui petitionem com
pleui, Traiano licet pagano perperci, cui veniam do, $&
tu diligenter caue, ne pro quocunque damnato deincep:
orare praesumas, et cum beatus papa Gregorius rem tam
difficilem a deo suis precibus impetrare meruisset, ¢

diim morbum Herkinbaldus laetiferum esse per-
catur episocpus, cui postquam cum sacamen-
pettisset, infirmus cum lachrymis multis, et magna
ontritione omnia peccata sua nude confessus
a duwmtaxat morte, quam paucis ante diebus suo
ntulerat, super quo episcopus eum redarguens,
are celas homicidium, quo nepotem de manu tua
ptum vita career fecisti? Ad quod infirmus respon-
Neque ego hoc peccatum esse indico, neque id
Dreo remitti deposco. Cui episcopus: confitere cri-
 Deus miserebitur tui, alioquin ab edulio corporis
te conuenit abstinere. At ille vir nobilis dixit: at-
Beum, quod nepotem mihi carissimum non lior,
um, sed iustitiae zelus traxit ad mortem. Et si ob
um mihi negaueris, spero saltem spiritualiter
anicari, quo audito, et languente sacramentaliter
efecto episcopus recedebat. Cui mox reuocato dixit
_us'.-_'Si in capsella sit sacramentum corporis Christi,
€. et cum aperta pixide eucharistia non appareret,
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subiunxit aegrotus. Ecce, quem mihi abnuens tecum
portasti, non se mihi denegauit, et illico apertis dentibus
hostia in ore illius palam omnibus demonstrator. Quod
ut vidit episcopus, magnificans Deum, tantum miracu-
lum, quod diuina dispensation ob meritum iustitiae fac-
tum non ambigitur, ad aures Christi fidelium peruigili
cura deduxit.




